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Not  to  be  taken  from  this  room 


Every  person  who  maliciously 
cuts,  defaces,  breaks  or  injures 
any  book,  map,  chart,  picture, 
engraving,  statue,  coin,  model, 
apparatus,  or  other  work  of  lit- 
erature, art,  mechanics  or  ob- 
ject of  curiosity,  deposited  in 
any  public  library,  gallery, 
museum  or  collection  is  guilty 
of  a  misdemeanor. 

Penal  Code  of  California, 


1915,  Section  623. 


PRIDES  of  LONDON 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


A  pair  of  Regency  whatnots 
of  solid  rosewood 
each  having  3  tiers  separated 
by  turned  columns. 

Height  3 liins  80cm. 

Depth  12ins  30icm. 

Width  16  ins  4(Hcm. 


A  Regency  Library  steps  in 
solid  rosewood  with  5  treads 
covered  in  golden  vellum  green 
leather  and  having  a  fixed  hanc 
rail  supported  by  turned 
columns. 
Height  38  ins  96  cm  to  top  trea( 


PRIDES  OF  LONDON  LTD. 


179-180  SLOANE  STREET  S.W.I.       TEL:  01-235  bi 


a 


An  important  Pinewood  Chimneypiece  of 

the  Adam  period.  The  carving  being 
of  exceptionally  fine  quality.  Circa  1 780. 


Length  of  Shelf 
Total  Height 
Opening  Width 
Opening  Height 


6'  3f 
5'  W 
4'  7" 
4'0" 
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FINE  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 


An  Important  Breakfront 
Library  Bookcase  in  the  manner 
of  Thomas  Chippendale,  of  finely 
faded  mahogany.  English,  circa  1765. 

This  Bookcase  closely  resembles,  both  through 
its  design  and  in  the  finer  details  of  construction,  a  bookcase 
supplied  by  Thomas  Chippendale  to  Sir  Laurence  Dundas  in  1 764. 
Reference:  'Chippendale  Furniture'  by  Anthony  Coleridge,  pp.  1 21  -1 23, 
and  plate  257.  Height:  8'  1 0"  Width:  1 2'  6"  Depth:  2'  0" 


REDBURN  (ANTIQUES)  Adjacent t0 the bai(f00m entrai 

tStSST**"  may  be  made  t0  •  49  BROOK  STREET,  LONDON,  W. l .  of  clarid9e's  Hotel 

1  Rockefeller  Plaza,  New  York  T-f~./r„„       /•„  r  ,i       n   i.  i      i        w.  Also  open  Saturdays 

Tel:  (Area  Code  212)  489-6600  Tel:  OI-629  $460  Cables:  Rcdtiquc,  London,  W.l.  10  a.m. -4.30  p.m. 


The  Connoisseur  in  June 


ART  AND 
ANTIQUES 
IN  LONDON 
THE 
Si  MMKIt 
SCENE 


Art  and  Antiques  in  London : 
the  Summer  Scene 

A  representative  selection  of  the  best 
that  the  London  art  and  antiques  market 
has  to  offer  at  present. 


The  English  as  Collectors  of  French  Furniture 

by  Francis  Watson 

The  eighteenth  century  saw  the  English  nobility  and  gentry 
furnishing  their  houses  with  ultra-fashionable  French  furniture. 
The  Prince  of  Wales  was  to  extend  this  fashion  into  a  collecting 
mania,  and  was  personally  responsible  for  forming  one  of  the 
greatest  collections  of  French  eighteenth-century  furniture 
ever  assembled. 

Sir  William  Allan 

An  Unpublished  Painting  of  Byron 
by  William  Allan 

Sir  William  Allan  was  the  foremost  influence  in  Scottish  painting 
for  nearly  a  quarter  of  a  century.  An  introduction  to  Walter  Scott 
led  him  to  devote  his  skills  to  portraying  the  history  of  his  native 
land.  His  last  years  were  occupied  in  trying  to  establish  a  Scottish 
National  Gallery. 

Garrard  &  Co. 

by  Cliristophcr  Lever 

The  founder  of  the  firm,  known  today  as  'Garrard  8c  Co., 
Goldsmiths  and  Crown  Jewellers',  was  George  Wickcs. 
Seventy  years  later,  in  1792,  a  new  partner  joined  the  firm  - 
Robert  Garrard.  So  started  the  Garrard  association  that  was  to  end 
only  in  1946  with  the  death  of  Sebastian  Henry  Garrard. 


'The  Progress  of  Human  Culture  and  Knowledge' 

James  Barry's  paintings  for  the  Royal  Society  of  Arts,  London, 
1777-1801.  Part  I.  The  First  Four  Pictures 
by  D.  G.  C.  Allan 

James  Barry  was  the  principal  champion  of 'High  Art'  in  late 
eighteenth-century  England.  In  1777  he  undertook  to  decorate 
the  'Great'  Room  of  the  Royal  Society  of  Arts'  newly  built  house 
in  the  Adclphi  -  entailing  some  eight  historical  and  two  allegorical 
wall-paintings. 


Wedgwood  &  Co. 

of  the  Knottinglcy,  or  Ferrybridge,  Pottery 
by  Heather  Lawrence 

In  1798  Ralph  Wedgwood,  nephew  ofjosiah  Wedgwood, 
joined  the  Knottinglcy  Pottery  in  a  partnership  intended  for 
ten  years.  However  it  was  only  to  last  for  eighteen  months, 
but  Wedgwood  was  permitted  to  retain  various  books,  one  of 
which  was  a  Drawing  Book. 


May  Cover 

An  important  early  18th  century  English 
japanned  bureau  cabinet,  beautifully  decorated 
with  gold  Chinoiserie  scenes  on  a  black  ground. 
96  inches  high;  41  inches  wide;  23 \  inches  deep. 
Formerly  in  the  Collection  of  Her  late  Majesty 
Queen  Mary  and  the  Collection  of  His  late 
Royal  Highness  the  Duke  of  Windsor. 
Redbum  (Antiques),  4Q  Brook  Street,  London,  Wi. 


Sophisticated  Cranes 

by  Graham  Hollister-Short 

During  the  18th  century  a  fashion  for  more  sophisticated  chimney 
cranes  which  were  easier  to  manage  and  more  readily  adjustable 
came  into  use  in  English  kitchens. 

The  Founding  of  the  National  Gallery  in  London 

Part  3 

by  Gregory  Martin 

In  May  1824,  five  months  after  the  Government's  decision  to 
purchase  the  Angerstein  Collection  for  the  Nation,  the 
embryonic  National  Gallery  opened  its  doors  to  the  public. 
By  the  end  of  November  there  had  been  some  24,000  visitors. 
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A  Suite  of  Silver  by  Robert  Garrard 

\  pair  of  Meat  Dishes,  length  i8iins,  one  with  a  cover. 
&  pair  of  Second  Course  Dishes. 

\  set  of  four  Salt  Cellars  (with  Spoons  by  Wm.  Chawner). 
Dated  from  1834  to  1841. 


GAR  RAR  D 

The  Crown  Jewellers 

1 12  REGENT  STREET  •  LONDON  WIA  2JJ  '■  TELEPHONE:  OI-734  7020 


Bonham's 


Founded  lygj 


Fine  Art  Auctioneers  and  Valuers 


Forthcoming  Sales 

Tuesday  jth  and  21st  May 
SILVER 

1 1  'ednesday  1st  and  1  jth  May,  Thursday  30th  May 
CARPETS  AND  RUGS 

1 \  'ednesday  1st,  ijth  and  29th  May 

W  A  I  ERCOLOURS,  DRAWINGS  AND  PRINTS 

1 1  'ednesday  8th  May 

I  WENTIETH  CENTURY  BRITISH  AND  EUROPEAN 
PAINTINGS,  DRAWINGS  AND  GRAPHICS 

Thursday  gth,  16th,  23rd,  30th  May 
ENGLISH  AND  CONTINENTAL  PAINTINGS 

Thursday  2nd,  gth,  16th,  23rd,  30th  May 
ENGLISH  AND  CONTINENTAL  FURNITURE 

Thursday  2nd  May 
FINE  PAINTINGS 

Friday  3rd  and  1  yth  May 

FINE  C(  )\ TINENTAL  AND  ENGLISH  CERAMICS, 
(  <  >\  1  [NENTAL  BRONZES  AND  WORKS  OF  ART 

Friday  1  oth  and  24th  May 
PORCELAIN  AND  WORKS  OF  ART 

Friday  31st  May 

ORIENTAL  CERAMICS  AND  WORKS  OF  ART 


A  late  1 8th  century 
Milanese  commode 
Sold  on  the  28th  March  74 
for  £1,900 


A  fine  Canadian  teapot  of  oval  shape 
Made  by  Francois  Sasseville,  Qjiebec  circa  1830 
Sold  on  the  jlh  February  74  for  £2,000,  a  world 
record  price  for  an  item  of  19th  century 
Canadian  silver 


E.  E.  West 

The  Thames  near  Pangbourne 

Signed,  water-  and  bodycolour,  26  X  §4  inches 

Sold  on  the  Gth  March  J4  for  £300 


WfifFC  BONHAM  &  SONS  LTD 

Montpelier  Street  •  Knightsbridge  •  London  SW7  ihh    Telephone :  o  1  -584  9 1 6 1    Telegrams :  bonhams  London  swy 
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>  A  LA  VIEILLE  RUSSIE 


ESTABLISHED     1  X 5  I 

78 1  FIFTH  AVENUE,  NEW  YORK.  N.Y.  1 0022    (212)  752-1727 


Important  vari-colored  agate 
chest  of  drawers  surmounted  by 
clock  and  decorated  with  bouquets 
multi-colored  paste  stones, 
e  manner  of  James  Cox. 
English,  circa  1770. 


Catalogue:  The  Art  of  The  Goldsmith  &  The  Jeweler—  $0.00  including  postage  and  handling 


In  conjunction  with  The  Society  of  London  Art  Dealers 


US! 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  01-352  0644 
01-352  3127 


Cables:  JEREMIQUE,  LONDON,  S.W.3 


OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


v  J 

French ;  third  quarter  of  the  1 8th  century : 

An  extremely  rare  PAIR  of 
Louis  XV  period  tables  of  small  size, 
being  executed  in  faded  rosewood, 
the  tops  being  black  and  gold  lacquer, 
the  tables  still  retaining  the  original 
ormolu  mounts. 
Max  Height :  26j  inches 
„   Width :  1 2  inches 
„    Depth:  13  inches 


l/e  specialise  in  Antiques  of  the  highest  quality.  Every -article  in  our  inventory  is  photographed.  Should  you 
ave  any  special  requirements  do  not  hesitate  to  let  us  know  and  we  will  forward  photographs  and  complete 
escriptions  by  return.  This  service  is  for  assistance.  Please  use  it.  Our  collection  tastefully  displayed  in  nine 
iiowrooms  is  never  more  than  15  minutes  from  any  leading  London  hotel.  Honour  us  with  a  visit.  Our  aim 
;your  satisfaction. 


Simon  dc  Vliegcr,  Shipping  off  the  Dutch  Coast, 
Oil  on  canvas,  34J  x  28|  inches.  (88-5  x  72-5  cms) 


AL  AM  JACOBS  GALLERY 

MEMBER  OF  THE  SOCIETY  OF  LONDON  ART  DEALERS 

SPRING  EXHIBITION  OF  FINE  XVIIth  CENTURY 
DUTCH  &  FLEMISH  OLD  MASTERS 

including  works  by 

Cornells  Beelt,  Cornells  Pietersz  Bega,  Jan  Frans  van  Bloemen,  Jan  Breughel,  Jan  van  de  Capelle, 
Frans  Francken,  the  Younger,  Jan  van  Goyen,  Meindert  Hobbema,  Pieter  de  Hooch,  Claude  de  Jongh, 
Jan  van  Kessel,  Cornells  de  Alan,  Jean  Baptiste  Monnoyer,  Pieter  Neefs,  the  Elder, 
Pieter  van  Roestraten,  Salomon  van  Ruysdael,  Pieter  Schoubroek,  Abraham  Storck,  Jacobus  Storck, 
David  Teniers,  Pieter  Tillemans,  Pieter  van  de  Velde,  David  Vinckboons,  Simon  de  Vlieger, 
Roelof  van  Vries,  Adriaen  van  der  Werff,  Philips  Wouwerman 

Catalogue 'THE  TIMELESS  MOMENT'  £1.00  ($5.00) 
15  Motcomb  Street,  Belgrave  Square,  London  swi  Telephone:  01-235  5944  Cables:  Artjac  London  swi 
Daily :  9.30  am  -  5  pm  Saturday :  9.30  am  —  1  pm  or  by  appointment 


Provenance :  Dutch  Private  Collection. 
Signed  with  monogram  and  dated  1652 
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MM 


Antiquaires 
du  Quai  Voltaire 

facing  the  Louvre  Museum 


lip  i 


PARIS 


JACQUES  PERRIN 

Furniture  and  works  of  art  of  the  1 7th  and 
18th  Centuries 
Tel.  260.27.20 


9  BUVELOT 
Mme  ANDRE  CAMOIN 

Furniture,  works  of  art  and  curiosities  of 
the  17th  and  18th  Centuries 
Tel.  548.53.40 


17  Mme  TAILLEMAS 

Middle  Ages  -  Renaissance  -  Louis  XIII 
Tel.  548.03.71 


BRESSET 

Middle  Ages,  Renaissance  17th  Century 
Tel.  260.78.13 


11  RENONCOURT 

Specialist  in  Restauration  and  Charles  X 
furniture  (mahogany,  "bois  clair", 

?■  It  bronze) 
el.  222.06.75 


23  MARC  REVILLON  D'APREVAL 

Furniture  and  works  of  art  of  the  1 7th  and 
18th  Centuries 
Tel.  548.54.35 


I  BRIMO  DE  LAROUSSILHE 

N  Middle  Ages  -  Renaissance 
I  Tel.  260.74.72 


15  DOMINIQUE 

Furniture  and  works  of  art  of  the  17th  and 
18th  Centuries 
Tel.  548.91.32 


33  Mme  DENISE  GATEAU 

Tapestries  and  furniture  of  the  18t 

Century 

Tel.  548.02.95 


A  valuation  by  our  professional  valuers  will  not  only  ensure  financial  protection  for  your  fine 
furniture,  pictures,  silver,  porcelain  and  all  other  works  of  art,  but  ALL  your  household  effects 

It  will  substantiate  any  claims  you  may  wish  to  make  in  the  event  of  loss  by  burglary  or  fire, 
or  any  other  cause. 

Our  valuations  are  accepted  by  insurance  companies  and  Lloyds  Underwriters.  Write  now  for 
further  particulars — tomorrow  may  be  too  late. 


Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 

50  Pall  Mall,  London,  SW1 Y  5 LA.  Telephone:  01  -930  3068 

Branches  at  Maidenhead  and  York 
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RICHARD  GREEN 


Fine  Paintings 


44  Dover  Street 
London  W1X  4JQ 
01-493  7997 


Fine  Art  and  Antique  Festival  June  1 974 


30  May -29  June  1974 


Price  of  Catalogue  £1 
including  postage  (USA  S8) 


Adriaen  Ysenbrandt  (c.  1 492-1 551) 
Portrait  of  a  lady  as  the  Magdalen 
reading  an  illuminated  breviary 
Panel:  1 5  J  x  12^  inches 
Provenance:  H.  van  Slochem 
Sir  W  illiam  van  Home  191 1 

Literature:  M.  J.  Friedlander,  'Early  Netherlandish 
Painting',  vol.  XI.  1933,  p.  139,  no.  212c. 


Summer  Exhibition  of  Dutch,  Flemish 
and  Italian  Old  Master  Paintings 


B  van  der  Ast 
B  Avercamp 
G  A  Bcrckhevde 


J  S  Bernard 
J  Bogdani 
A  Bosschaert 


Q  van  Brekclenkam 
J  van  Goyen 
F  Guardi 


J  D  de  Heem 
T  de  Keyser 
H  van  Lint 


M  Marieschi 
J  van  Son 
D  Teniers 


J  P  var  'I  Helsr 
W  van  d:  Vdde 
A  Veratr&ien 


■  William 
S.  Horton 

American  Impressionist 


While  ON  VIEW,  VOL.  8  continues  to  occupy  the  terri- 
tory between  curator,  dealer,  collector  and  art  historian, 
its  presentation  has  been  quite  altered  by  the  doubling 
of  its  size.  The  integration  of  text  and  illustration  makes 
the  journey  through  museum  territory  far  more  exciting 
and  visually  attractive. 

Furthermore,  ON  VIEW  has  made  its  first  foray  across 
the  Atlantic.  In  writing  the  introduction  to  VOL.  8,  John 
Jacob's  observations  on  'Museums  for  Sale'  are  certain 
to  make  heads  shake  in  assent  and  dissent. 

ON  VIEW  can  be  obtained  at  or  by  your  bookshop  or 
museum  or  from: 


PLAISTOW  PUBLICATIONS 
3  NEW  PLAISTOW  ROAD 
STRATFORD,  LONDON  E15 

ON  VIEW,  VOL  8  at  £1 .95  plus  25p 
for  P.  &  P. 

U.S.  price  incl.  P.  &  P.  $8.00 
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Rare  Swiss  Automaton  and  Enamel  Watches  from  our  unique  selection  of  Antique  Watches 


ASPREY  &  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 


Announcing  A  Monumental  Acquisition 
of  Historical  Importance 


PAUL  CEZANNE 

(1839  -  1906) 

Painted  Circa  1860 
Oil  on  Canvas:  8  x  14-1/2  feet 
Collection:  Cezanne  family,  Paris. 
Illustrated  in  "Cezanne,  Son  Art-Son  Oeuvre"  by  Lionello  Venturi 
Volume  II,  Plate  1 ,  Photograph  3. 

This  panoramic  six-paneled  oil  on  canvas  screen,  measuring  8  x  14-1/2  feet,  was 
painted  by  Paul  Cezanne  circa  1860  at  his  father's  farm  in  Jas  de  Bouffan  near  Aix 
en  Provence.  The  farm  is  seen  on  the  left,  Sainte-Victoire  Mountain  is  on  the  right, 
and  a  pastoral  scene  dominates  the  center  panels.  These  poetic  subjects  served  as 
themes  for  many  of  Cezanne's  famous  later  paintings.  The  overall  composition, 
bordered  with  a  garland  of  flowers,  is  Cezanne's  largest  work. 

FIRST  PUBLIC  EXHIBITION 
MAY  15th  Through  JUNE  I  Oth 

WALLY  FINDLAY  GALLERIES 

PACESETTERS  IN  THE  ART  WORLD  SINCE  1870 
Specialists  in  French  Impressionists,  Post-Impressionists  and  Modern  Masters 
17  East  57th  Street,  New  York  10022     (212)  421-5390  New  York,  Paris,  Chicago,  Palm  Beach,  Beverly  Hills 


BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OP  ART 
TO  THE  LATE  QUEEN  MARY 

M.  Harris  &  Sons 

ESTABLISHED  1868 

44/52  New  Oxford  Street  London,  WC1A 1ES 

Telephone:  01-636  2121  Telegrams:  Artisonne  London  WC1A  1ES 


A  beautifully  designed  oval  carved  giltwood  Minor  of  die  Chippendale  period. 

England,  circa  1760. 
Height:  3  ft.  8  ins.  Width:  2  ft.  2  ins. 


19  7  1 


Contact  the  Chairman,  A.  L.  Michael ,  in  confidence 

STANLEY  GIBBONS  INTERNATIONAL  LTD., 
391  STRAND 

LONDON,WC2R  OLX  Telephone 01 -836  8444 


NEWHOUSE 

GALLERIES,  Inc. 

Established  1878 


BARON  BEXLEY 
(Secretary  of  the  British  Treasury  1801-1804) 

By 

SIR  THOMAS  LAWRENCE 
1769-1830 

(A  Distinguished  Recorded,  Exhibited  and  Engraved  Work) 
Size  561  by  44*  inches 

19  East  66th  Street        New  York  City 

Telephone:  (212)  TR  9  -  2700      Cables:  EMAYENGAL 


SIMON  KAYE  LTD. 

1$  ALBEMARLE  STREET  •  PICCADILLY  •  LONDON  Wl 

.  .  Telephone  01  -493  7658 

In  association  with  K 

/.  Freeman  Sl  Son  Inc  ■  12  East  52nd  Street  •  New  York  NY  10022 
Members  of  the  Art  &  Antique  Dealers'  League  of  America  Telephone  759  6900 


BRIAN  KOETSER 
GALLERY 

38  Duke  Street,  St.  James's, 
London  S.W.i. 
01-930  6309 


opening  on  May  20th  1974 
EXHIBITION 
of 

DUTCH  AND  FLEMISH 
PAINTINGS 


William  Van  Mieries 
Querin  Brekelenkamp 
Aert  Van  De  Neer 
Jan  Brueghel  II 
Jan  Van  Kessel  III 
Isaac  Van  Oosten 
Jan  Porcellis 
Peter  Wouwerman 


Floris  Van  Shooten 
Thomas  Wyck 
Casper  Netscher 
Peter  Neefs 
Peter  Monomy 
Jan  De  Bray 
Abraham  Bloemaert 
Ludolf  Backhuysen 


Monday-Friday  10.0-5.30     Saturday  10.0-1.0 


Floris  van  Schooten  (1590-  ) 
Still  Life  with  Bread  and  Tankard. 
Size  15!  x  22  ins.  Signed. 


BRIAN  KOETSER  GALLERY 


8* 


V 


Jan  van  Kcssel  III  (i 641-1680) 
A  view  of  the  Hcrengracht,  Amsterdam 
Size  29  x  35^  ins.  Signed. 


38  Duke  Street,  St.  James's,  London  S.W.i    Tel:  930  6309 


Paulus  Morcclse  (1571-1638) 
Two  Sisters. 
Panel:  14  x  15  ins. 


BRIAN  KOETSER  GALLERY 


Hendrick  do  Meyer  (1620-1690) 
Shipping  at  Anchor 
Panel:  io|  x  24  ins. 


38  Duke  Street,  St.  James's,  London  S.W.i    Tel:  930  6309 


KAPLAN  GALLERY 


AN  EXHIBITION  OF  PAINTINGS  BY 

MICHEL  COLLE 

1872-1949 

7th-3ist  MAY  1974 

DAILY  10—6  SATURDAY  10—1 

Fully  illustrated  Catalogue  (U.K.  20p.  U.S.A.  $/.50  including  post.)  Sold  in  aid  of  Imperial  Cancer  Research  Fund 

6  DUKE  STREET  ST.  JAMES'S  LONDON  SW1 

01-930  8665 


KAPLAN  GALLERY 


GUSTAVE  LOISEAU  1865—1935 


PETITE  FERME  AU  VAUDREUIL  1901 


1 8  x  24  inches 


A  FINE  EXAMPLE  FROM  OUR  EXTENSIVE  COLLECTION  OF 

XlXth  AND  XXth  CENTURY  FRENCH  PAINTINGS 


CHIGOT 

CORDEY 

COUSTURIER 

GOENEUTTE 

GUILLAUMIN 

LAUGE 


including  works  by 

LEBOURG 

LEBASQUE 

LEPINE 

LE  SIDANER 

LOISEAU 

LUCE 


MARTIN 

MAUFRA 

E.  PETIT  JEAN 

M.  PISSARRO 

PUIGAUDEAU 

VIGNON 


6  DUKE  STREET  ST.  JAMES'S  LONDON  SW1 

01-930  8665 


ACORIS 

The  Surrealist  Art  Centre 
31,  Brook  Street, W.I. 
01—493  3480 


YVES  TANGUY  Gouache,  101  x  14  inches  Les  Causeurs,  1945 


SURREALIST  MASTERS  1974 

3rd  May- 26th  July 

Monday- Friday  1 0  a.m.  -  5.30  p.m. 
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A  wonderful  pair  of  George  II  cast  figure  candlesticks  made  in  London  in  1753  by  William  Cripps.  They  stand  1 1 1  inches  high  overall, 
measure  6  inches  across  the  base  and  together  weigh  approximately  59  ounces. 


Antique  English  Silver 

Choice  Georgian  Pieces — Collectors  Items 
18th  and  19th  Century  Flatware 

Our  collection  is  offered  throughout  the  United  States  by  an  illustrated 
catalogue,  which  is  available  on  request.  All  orders  are  sent  on  approval. 

Shop  hours  Tuesday  through  Saturday,  10  to  5.  Other  times  by  appointment. 
Closed  periodically  tor  shows  and  buying  trips. 
An  advance  call  is  advisable  tor  out-of-town  visitors. 

Th§  LION  MHRK 

^Antique  English  Silver 

554  Lincoln  Avenue,  Tost  Office  Box  276,  Winnetka,  Illinois  60093 
Phone  312-446-8448  •  Charles  W.  Packer  •  Virginia  W.  Packer 


AUCTION  SALES  IN  GENEVA 


School  of  AVIGNON  c.  1500  Oil  on  Panel  2$\  ins.  x  22\  ins. 

1  MAY     COLLECTION  PRE-COLUMBIAN  ART,  GOLD  JEWELLERY. 

2  MAY     AFRICAN  ART,  IMPORTANT  COLLECTION. 

3  MAY     EASTERN  AND  FAR-EASTERN, 

COLLECTION  FROM  VI  TO  XIX  CENTURY. 

15-16  MAY     OLD  PAINTINGS  AND  DRAWINGS. 

29-30  MAY     PICTURES  AND  DRAWINGS  OF  XIX  -  XX  CENTURY. 

12-14  JUNE    FAR  EASTERN,  FRENCH  POSTERS  AND  POSTAGE  STAMPS. 

FREE  CATALOGUES  ON  REQUEST 


Mc  Christian  ROSSET 
Huissier  Judiciaire 
29  rue  du  Rhone  -  T204  GENEVE  -  Switzerland 


The  Connoisseur,  May,  1974 


A  PAIR  of  English  mid- 1 8th  century 
mahogany  side  tables  of  superlative 
quality  and  in  perfect  original  state 

The  Brescia  Pernice  marble  tops  are 
later  replacements 

Width  55"  (140  cm)  ■  Depth  261  (67  cm) 
Height  34"  (86  cm) 


Chichester  Antiques  Limited 

43  North  Street  •  Chichester  •  Sussex  "POw  inf  Fine  Furniture  •  Paintings  and  Works  of  Art 

Telephone  Chichester  84882  Member  of  the  British  Antique  Dealers'  Association 


A  rare  collector's  item  of  domestic  use.  This 
early  18th  Century  covered  jug  of  heavy  weight 
silver  was  made  in  London  by  William  Fawdery 
in  1716.  The  Latin  inscription  records  that  it  was  ) 
fashioned  from  the  silver  content  of  the  Rings  of 
Office  donated  by  the  Serjeants  of  the  Inn  to 
commemorate  the  accession  of  George  of  Hanovej 
Height  8'A"  Weight  32  troy  ozs.  2  dwts. 

InBniton  Street 


Algernon  Asprey 

27  BRUTOX  STREET.  LONDON  W1X  8HA 
^  TELEPHONE  01-629  2608 


A  walnut  veneered  Longcase  Clock  by 

Richard  Baker,  London  with  8-day 
movement,  c.  1690,  6ft.  7\in.  (201  cm.) 


Meyrick  Neilson  of  Tetbury  Ltd. 
in  conjunction  with  the  British  Antique 
Dealers  Association  Festival  1 974 
invite  you  to  visit  their 
Exhibition  of  200  Years  of  English  Clpckmaking 
at  Avon  House,  Market  Place,  Tetbury 
V.--.*.  .    3rd  -  29th  June,  1 974  * 


CLOCKS  O 
SOLD 


JvlINENCE  BOUGHT, 
D  RESTORED 


1723       SIR  JOSHUA  REYNOLDS.  1792 

An  example  from  the  Devonshire  period 
CANVAS  30  x  25  ins. 

Exhibited:  City  of  Plymouth,  Sir  Joshua  Reynolds 
250th  Ajiniversary  Exhibition,  1973 


3HN  MITCHELL  &  SON 


8  NEW  BOND  STREET 
LONDON  WiY  9PE 
Telephone:  01-493  7567 
Cables:  Jonmit,  London 


LA//ON 


Welsh  Polecat  and  young  12  x  17|  ins. 


SECOND     EXHIBITION  OF 
Wl  LD    LIFE    PAI  NTI  NGS  BY 
PATRICIA  SHEPPERSON 

MAY  1ST  -  18TH 


Lasson  Gallery  London  S.W.1  .  Monday-Friday  1  0.30-5.30 

82-84  Jermyn  Street  Telephone  01-629  698 1  Saturdays  11.00-1.00 
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THE  SCULPTURE  OF 


Laszlo  Ispanky's  art  finds  expression 

in  a  diversity  of  sculptural  media  and  subjects. 

Renowned  in  his  native  Hungary 

for  his  architectural  sculptures, 

Ispanky  won  further  artistic  acclaim 

after  emigrating  to  the  United  States. 

The  artist's  work  can  be  seen  today 

throughout  the  world. 

Prized  by  museums  and  important  private  collections, 
his  sculptures  also  enhance 
many  buildings  and  parks. 


William  Jennys 


Portrait  of  a  Gentleman 
oil  on  canvas,  30  x  25  inches 
circa  1801 


Portrait  of  a  Lady 
oil  on  canvas,  .'50  x  25  inches 
circa  1801 


Erastus  Salisbury  Field 

(1805-1900) 


Augusta  Mason  Doten  (1814-1898) 
oil  on  canvas,  34  x  27  inches 
painted  1833-34 


f 


Bartlett  Doten  (1807-1867) 
oil  on  canvas,  34  x  27  inches 
painted  1833-34 


send  for  our  latest  catalogue  of  A  merican  paintings 
or  for  our  Printletter  No.  2  "Etchings  and  Drypoints  of  Frank  W.  Benson" 

CHILDS  GALLERY 

Fine  American  and  European  Paintings  and  Pri)its  for  over  35  years. 
169  NEWBURY  STREET,  BOSTON,  MASSACHUSETTS  02116  •  (617)  266-1108 


Max  Webber 


INCORPORATED 


ESTABLISHED 
1918 


ANTIQUES 

EAST  STREET 
MIDDLETON,  MASSACHUSETTS  01949 


TELEPHONE 
617-7741785 


George  III  mahogany  Secretaire  ( Third  Quarter  of  the  Eighteenth  Century) . 
The  upper  part  incorporating  two  graduated  shelves  enclosed  by  a  three- 
quarter  pierced  fretwork  gallery,  the  lower  part  containing  a  secretaire 
drawer  veneered  to  simulate  two  drawer  fronts,  and  opening  to  reveal  an 
arrangement  of  drawers  and  pigeonholes,  above  four  drawers  raised  on 
bracket  feet.  Width  =  }t"  Height  61"  Depth  17".  Some  of  the 
components  of  design  in  the  interior  and  fretwork  are  similar  to 
Vile  and  liradburn  s  work. 


Photographs  and  catalogue  available  on  request. 


One  hall  hour  drive  North  of  Boston  —  transportation  by  previous  arrangement  from  Boston. 


1900-1930 


DEPOT  15  -  15  RUE  S^-DENIS  -  PARIS  -  508.40.03 


Art  Deco  -  Art  Nouveau 
Abstraction  -  Creation 


Cercle  et  Carre 
Art  Concret 


De  Stijl 


Arp  -  Calder  -  Csaky 
Delaunay  -  Baumeister 
Valmier  -  Kandinsky 
Helion  -  Villeri  -  Yezelay 


VEZELAY 


CSAKY 


Before  you  tear  round 
the  galleries, 
tear  out  the  coupon. 

The  Arts  Review  Yearbook 
^*BllJ5      &  Directory  is  now  on  sale, 
/-^froran      It  contains  over  200 
%?5BaK      glossy  pages  about  the 
^paPM      fine  arts  in  Britain, 

including  colour  plates, 
if      a  detailed  guide  to  London 

and  UK  art  galleries,  an 
index  to  all  1973  exhibitions, 
with  sections  on  acquisitions, 
auction  houses,  framing,  art 
colleges,  printmaking  and 
other  subjects.  This  edition  will 
be  an  invaluable  asset  to  dealers, 
collectors  and  fine  art  enthusiasts 
internationally. 
Order  your  copy  now. 

Arts  Review  Yearbook  &  Directory  1974 


Please  send  copy(s)  of  Arts  Review  Yearbook  ft  Directory  1974 

price  £1.75  each  (US  &  Canada  S5).  Send  cheque/money  order  payable 
to  "Arts  Review  Yearbook".  Sterling  and  dollar  cheques  accepted. 


I 
I 
I 
I 
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Alexander  Chandler  19J5 


2 1  \  \  1  j  inches,  Dry  Brush  on  Paper 


ANDREW  WYETH 

23rd  May  —  22nd  June,  1974 

LEFEVRE 

SPECIALISTS  IN  FINE  XIX  &  XX  CENTURA 
PAINTINGS,  DRAWINGS  AND  BRONZFS 
ALHX  REID  &  LFFEVRE  LTD 
to  BRUTON  STRFFT,  LONDON  WiX  8JD,  ENGLAND 
Telephone  o  1 -49  3  i  572/3     Cables  Drawings  London  W 1 . 
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Come  and  find  out 

1374  International 

ANTIQUES  Fair. 

EarIs  Court  LoncIon 
7-18  June  1974 

17  DaImeny  Couri, 
DuIce  Street  Si  JAMEs'sy  LoncIon  SWl 
TeL  950  4785  CaWes:  ANTIOUFAIR 


1870-1974 

M.  NEWMAN  LTD. 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 
and  The  Society  of  London  Art  Dealers 

43a  DUKE  STREET,  ST.  JAMES'S  &  1/5  RYDER  STREET,  LONDON,  SWi 

Telephone:  01-930  6068/9  Telegraphic  address:  NEWPIC,  LONDON,  SWi 


La  robe  blanche  JEAN  JACQUES  HENNER  (Signed) 


Canvas:  22J  x  18*  ins.  (57  x  47  cms.) 
Framed:  29$  x  25  ins.  (75  x  64  cms.) 


announcing.... 


the  artist: 

George 
Inness 


"Mt  Washirlgton" 
circa  1875 
oil  on  canvas 
20"x30" 
signed  lower 
right:  G.  Inness 


the  gallery:  Davis  &  Long  Company 


Roy  Davis  Meredith  Long 

230  East  Sixtieth  New  York  City  PLaza  3-5420 


PMrmtngfjam  &tlber,  inc. 

Is  happy  to  announce  the  opening  of  a 
new  showroom  in  New  York  City 

362  FIFTH  AVE.  N.Y.,  N.Y.  10001  (212)  947-3694-5 

UNDER  THE  SALES  DIRECTION  OF  MR.  A.  C.  HIRSCH 

Complete  line  of  fine  Sheffield  Reproductions  to  the  Trade 


7  Pc.  Tea  &  Coffee  set,  large  capacity.  Silver  plate 
on  copper  with  sterling  silver  borders,  hand-chased. 
Including  30"  tray,  oval  or  oblong.  All  open  pieces 
are  gold-lined. 


Square  5  branch  Candelabra  with 
removable  arms  and  bobeches, 
and  applied  Rococo  borders. 
Height  19".  Heavily  silver  plated 
on  copper.  Plating  guaranteed  to 
wear  for  approx.  10  yrs. 


BIRMINGHAM  SILVER  INC. 


Punch  Bowl  Unit  -  including  4  gallon  punch 
bowl.  2 1 "  tray,  1 2  footed  cups,  matching  ladle. 
All  with  hand-applied  Chippendale  borders. 
Heavily  silver  plated.  Plating  guaranteed  for 
approximately  10  years. 

125  GROVE  STREET,  YALESVILLE 
CONN.,  06422  (203)  269-1471 
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For  publication  in  May 

English  reactions  to  the  American  War 


A  portfolio  of  engravings  from  the  Print  room 
of  the  British  Museum.  Limited  to  1500  sets 
comprising  2-6  colour  illustrations  and  10  black 
and  white,  contained  in  a  handsome  teak 
coloured  hard  case,  each  reproduction  printed 
on  cream  paper  measuring  1 1  V"  x  14"  relates  to 
incidents  in  The  American  War  of  Independence 
(1775-81). 

Each  plate  has  been  personally  selected  from 
the  vast  library  of  the  British  Museum  by  Bevis 
Hillier,  Editor  of  The  Connoisseur  and  is  skil- 
fully introduced  by  De  Witt  Bailey  lately  of  The 
Armoury  of  the  Tower  of  London,  in  a  compre- 
hensive editorial  foreword. 

This  historical  record  of  some  of  the  political 
and  military  highlights  of  the  period  is  unique 
and  can  be  kept  either  for  its  academic  value 
alone  or  used  individually  for  decorative  pur- 
poses of  a  truly  exceptional  nature. 

Reservations  with  pre-payment  at  £15 
£1-50  VAT  +  50p  postage  and  packing,  can  be 
accepted  from  U.K.  readers  orS36-00  +  S400 
air-assisted  postage  from  readers  in  the  United 
States  of  America  and  Canada.  Continental 
Europe  and  elsewhere  £15-00  +  £2-00  postage 
and  packing.  In  all  cases,  cash,  cheques  and 
money  orders  must  be  made  out  to  The 
Connoisseur. 


ORDER  FORM 


VAT  No.  238  5874  23 

TO:  The  Connoisseur  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SW1V  1HF 

(Reg  Office)  Reg  No.  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur/British  Museum  Portfolio.  Amount  

Mr/Mrs/Miss   

Address  i»  


Crjepne  gntiquea  lUb. 

PramSljott  jfflanor, 
Mr.  lipoob, 


American  Colonial 
armchair  constructed  of 
ash  and  gateleg  table  of  pine. 
(Table  39"  diameter  27"  high) 


T 


Write  for  further  details  or  view  by  appointment  Ring  01  -352  2233 


VANHALL 
ANTIQUES  Ltd. 

A  hallmarked  silver  George  III  coffee  pot, 
London  1766,  by  Robert  Cox, 
height  27.5  cm,  weight  31  oz. 


1023  FORT  STREET 
VICTORIA 

BRITISH  COLUMBIA 
CANADA 

Telephone  (604)  382-7643 
(604)  382-6242 
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LA//ON 


Anthony  Dowell  with  Antoinette  Sibley  Canvas  60  x  54 


PAINTINGS  by  DURAND 

MAY  22ND  -  JUNE  7TH 


Lasson  Gallery 
82-84  Jermyn  Street 


London  S.W.1  . 
Telephone  01  -629  6981 


Monday-Friday  1  0.30-  5.30 
Saturdays  1  1  .00  -  1  .00 


LESLIE  SMITH 


EXHIBITION  OF  FINE 
DUTCH  ROMANTIC  PAINTINGS 

International  Antiques  Fair  -  Earls  Court  London 

Exhibiting  at  Stand  Zl  A 
7-18  June  1974 


Wouterus  Verschuur  1812-1874 


Signed 


33  x  48  inches 


Leslie  Smith 

The  Antique  Art  Gallery 

v.d.  Oudermulenlaan  6 
Wassenaar  (The  Hague) 
The  Netherlands 

Telephone  01751-79075 
By  appointment  only 


It  is  always  difficult  to  find  suitable  space  for  an  import, 
exhibition  abroad  but  because  of  the  interest  and  encoura  - 
ment  of  my  English  clients  I  have  decided  to  exhibit  at  p 
only  major  antique  fair  in  London  this  year.  I  hope  this  vl 
afford  you  all  the  opportunity  you  have  been  asking  for,J 
see  our  entire  collection. 

Leslie  Smith 


Antique  Art  Gallery' 


EXHIBITION 

of 

EARLY  EUROPEAN  PORCELAIN 

for 


TEA 

1720-1775 


LUNDS  BRISTOL/WORCESTER.  Famille-verle  colours, 
c.  1750-52. 


MEISSEN.  Probably  painted  bv  J.  G.  Heiold,  K.P.M.  mark, 
c.  1723-24. 


OPENING  JUNE  3rd,  11  a.m.  —  JUNE  15th  1974 


ALL  EXHIBITS  FOR  SALE 


HOFF  ANTIQUES  LTD. 

66a  KENSINGTON  CHURCH  STREET, 
LONDON  W8  4BY.  Telephone:  01-229  5516 
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YEEND  KING 

1855-1924 

"Bowling  on  the  Green" 
24"  x  36".  Oil  on  Canvas. 

List  of  other  works  by  1 9th 
Century  artists  now  available. 


FRANK  S. 


SCHWARZ^ S0N 
PHILADELPHIA 

our  43rd  year 


1806  Chestnut  Street,  Phila.,  Pa.  19103 

Suburban  Square,  Ardmore,  Pa.  19003 
215-563-4887 


MAI  IACAKRA-VAJRAPANI 
Gilt  Bronze 
Tibet 
17th  Century 
Height:  7 2  inches 
On  exhibit  ;it  China  House 
March  14 — May  24,  1974 
Published:  E.  Olson,  Tantric  Buddhist  Art, 
p.  62,  Plate  21. 


DORIS  WIENER 

831  MADISON  AVENUE, 
NEW  YORK,  N.Y.  10021 
(212)  249-6750 
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Anno  Domini 

«>  Pimlico  Road,  London  swi 
Tel:  01-730  5496 

tjth,  iStli  and  Early  19th  century  furniture, 
mirrors  and  decorative  items 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Albert  Amor  Ltd. 

37  Bur)r  Street,  St. James's,  London  swi 
Tel:  01-930  2444 

English  and  Continental  Porcelain 

Maria  Andipa's  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  19th  Century 

Appleby  Bros. 

10  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-836  2509 

Paintings  and  Watercolours  of  all  schools 
Arcade 

28  Old  Bond  Street,  London  wi 
Tel:  01-493  1879 

1 1  'orks  oj  Art from  Classical  Greece  to  the 
19th  century 

A.  Arditti 

12b  Berkeley  Street,  London  wi 
Tel:  01-629  0885 

Tapestries,  needlework,  textiles 

Barling  of  Mount  Street 

112  Mount  Street,  London  wiy  5HE 

Tel:  01-499  2858.  Cables:  Bargro,  London  wi 

Early  English  and  Continental furniture,  early 
European  and  oriental  works  of  Art 

Baxter 

191-193  Fulliam  Road,  London  SW3 
Tel:  01-352  9826 

Pine  18th  century  English  Furniture 
Bentley  &  Co. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651  /0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

N.  Bloom  &  Son 

153  New  Bond  Street,  London  wi 
Tel:  01-629  5060 

Antique  Silver  Jewellery,  Bronzes,  Objetsd'Art 


Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  w  1 
Tel:  01-429  4018/3397 

( Chinese  Ceramics  and  1 1  01  ks  oj  Art, 
Islamic  Pottery 

Aubrey  Brocklehurst 

124  Cromwell  Road,  London  s  W7 
Tel:  01-373  0319 

Specialist  in  English  Long  Case  and 
Bracket  Clocks 

Brod  Gallery 

24  St. James's  Street,  London  swi 
Tel:  01-839  3781/2 

Fine  Paintings  and  Drawings 

Bruford  &  Carr 

91  Mount  Street,  May  fair,  London  w  1 
Tel:  01-499  7644 

Antique  and  modern  domestic  silverware  and 
individualistic  jewellery 

W.  G.  T.  Burne 

11  Elystan  Street,  London  SW3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  ami 
badge  brooches 

Clarges  Gallery 

5  Clarges  Street,  London  wi,  Tel:  01-629  3715 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  lgth  and  20th  centuries 
by  Appointment 

William  Clayton  Ltd. 

38  Bury  Street,  St. James's,  London  swi 
Tel:  01-930  1 173 

Fine  Chinese  jade  porcelain  and  works  of  art 
Edward  Cohen 

40  Duke  Street,  St. James's,  London  sw  1 
Tel:  01-839  5180 

F  ine  paintings 
Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-493  1943 

Fine  old  master  paintings,  drawings  and  prints 

Richard  Courtney 

114  Fulham  Road,  London  SW3 
Tel:  01-370  4020 

Fine  18th  century  English  furniture  and 
works  of  art 


Crane  Arts 

321  Kings  Road,  London  SW3,  Tel  101-352  5857 
English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel:  01-5  84  7566 

20th  century  masters,  neglected  painters 
younger  British  artists 

Drian  Galleries 

5-7  Porchester  Place,  London  W2 
Tel:  01-723  9473 

Modern  Masters 

Philip  Duncan  Ltd. 

Lowndes  Lodge,  28  Lowndes  Street, 
London  swi,  Tel:  01-235  1512/1513 

18th  Century  Furniture 
Porcelain  and  Works  of  Art 

Tom  Errington  Ltd. 

26  Sackvillc  Street,  London  wi 
Tel:  01-437  2606 

Dealers  in  Chinese  Archaeology,  Bronzes from  the 
Shang  Dynasty,  pottery  to  end ofT'avg  Dynasty 

Ferrers 

9  Piccadilly  Arcade,  London  swi 
Tel:  01-493  6948 

French  Paintings  and  Drawings  from  ijooto  1900, 
Victorian  Paintings  and  Art  Nouveau 

Fernandcs  &  Marche 

17  Motcomb  Street,  Bclgravc  Square, 
London  swi,  Tel:  01-235  6773 

18th  Century  Furniture,  English  gilt-wood  mirrors 
and  tables 

Fischer  Fine  Art  Ltd. 

30  King  Street,  St. James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5II(> 

British  Art  of  the  1 8th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel: 01-235 1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 


Franses  of  Piccadilly 

169  Piccadilly,  London  wi,  Tel:  629  2434/1935 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

18th- 19th  Century,  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry 

58Jcrmyn  Street,  St. James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 

English  VVatercolours  and  Drawings  oj  the 
18th  and  igth  centuries 

Galerie  George 

96-98  George  Street,  London  wih  51a 
Tel:  01-935  3322 

;  8th  and  igth  century  fine  English  and  Continental 
paintings.  Large  selection  at  compctitiue  trade  prices 

Gallery  43 

28  Davies  Street,  London  w  1 ,  Tel :  01-499  6486 
1  Primitive,  Classical  and  Far  Eastern  Art 

David  Geider  Gallery 

9  West  Halkin  Street,  London  swi 
I  Tel:  01-235  5623 

Dutch  1  -jth  to  igth  Century  Paintings  and 
English  18th  and  igth  Century  sporting, 
landscape  and  marine  paintings 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  w  1 
Tel:  01-629  2008/9 

English  and  Oriental  works  oj  Art  and  Paintings 

Gimpels  Fils 

30  Davies  Street,  London  w  1 

Tel :  01-493  2488,  Cables :  Glimpclfils  London 

20th  Century  and  Contemporary  Paintings  and 
Sculpture 

Glaisher  &  Nash 

Lowndes  Lodge,  Cadogan  Place,  London  swi 
Tel:  01-235  2285 

18th  and  early  19th  century  furniture  and 
works  of  art 

Grabowski 

84  Sloane  Avenue,  London  SW3 
Tel:  01-589  1868 

Contemporary  paintings  and  tapestry 


Richard  Green 

44  Dover  Street,  London  wi,  Tel:  01-493  7997 
Fine  Paintings 

Grosvenor  Gallery 

48-49  South  Molton  Street,  London  wi 
Tel:  01-629  0891 

20th  Century  Masters,  Contemporary  European, 
American  and  Chinese  Paintings  and  Sculpture 

Hallsborough  Gallery 

143  New  Bond  Street,  London  wi 

Tel:  01-499  1923,  Cables:  Pictorio,  London  wi 

Important  Old  Masters,  igth-20th  Century 
Paintings 

W.  R.  Harvey  &  Co.  (Antiques)  Ltd. 

67-70  Chalk  Farm  Road,  London  n  w  1 
Tel:  01-267 2767 and 01-485  I5°4 
Specialists  in  1 8th  and  early  igth  Century  English 
Furniture,  and  works  of  art 

Harvey  &  Gore 

4  Burlington  Gardens,  London  wix  ile 
Tel:  01-493  2714 

Antique  jewellery  and  silver,  Sheffield  Plate 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  682 1 

Italian  171I1  and  18th  Century  Paintings, 
French  Paintings  oj  the  Barbizon  School 

I  Icim  Gallery 

59jcrmyn  Street,  St. James's,  London  swi 
Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures 

Herner  Wengraf 

62  South  Audlcy  Street,  London  wi 
Tel:  01-629  0223 

Fine  Old  Masters  and  igth  Century  Paintings 

Hoff  Antiques  Ltd. 

66a  Kensington  Church  Street,  London  w8 
Tel:  01-229  55 16 

lSth  Century  English  and  Continental  Porcelain 

Hollingshcad  &  Co. 

783  Fulham  Road,  sw6 
Tel:  01-385  8519 

Marble  or  Wood  Fireplaces  and  Grates.  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  ivork  undertaken 

Holmes 

29  Old  Bond  Street,  London  wi 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modern 
silver 


George  Horan  (Oriental  Antiques)  Ltd. 

28  St.  Christopher's  Place,  Wigmore  Street, 
London  wi,  Tel:  01-935  7359  (01-622  5968 
after  7  p.m.)  * 

By  appointment  suppliers  to  the  Corps  Diplomatique 
Oriental  ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 

Howard  Antiques  Ltd. 

8  Davies  Street,  London  wi,  Tel:  01-629  2628 

Fine  Furniture,  Paintings,  Porcelain  and 
Works  of  Art 

Henry  Jacobs 

174a  Kensington  Church  Street, 
(entrance  in  Kensington  Mall) 
London  w8,  Tel:  01-229  2988 

igth  Century  English  and  Continental  Paintings. 
Specialising  in  Dutch  Paintings  of  the  Romantic 
School 

Alan  Jacobs 

15  Motcomb  Street,  Bclgrave  Square, 

London  swi,  Tel:  01-235  5944 

17//;,  1 8th  and  igth  Century  Dutch  Masters 

William  Job 

84-86  Pimlico  Road,  London  swi 
Tel:  01-730  7374 

Works  of  Art,  Early  English  and  Continental 
furniture,  objects  and  implements 

Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 
London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  of  the  18th  and  igth 
Centuries 

Julian 

406  Kings  Road,  London  s  w  1  o 
Tel:  01-352  4400  and  3243 

European  and  Oriental  works  of  Art 
Kaplan  Gallery 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665 

igth  and  20th  Century  French  Paintings 
H.  W.  Keil 

27-29  Brook  Street,  London  wi 
Tel :  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

Brian  Koetser  Gallery 

38  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  6309 

Old  Master  Paintings  of  the  Dutch  and  Flemish 
Schools  16th- 1  jth  centuries 

Leonard  Koetser  Gallery 

13  Duke  Street,  St.  James's,  London  swi 
Tel:  01-9309348/9 

Dutch  and  Flemish  masters  of  the  1 6th- 1 7th 
Centuries 


E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 

Tel:  01-242  7624 

and  at  John  Dalton  House, 

4 John  Dalton  Street,  Manchester  M2  6jp 

Tel:  061-834  2420  and  061-832  9036 

Buyers  and  exporters  of  antique  silver,  silver  plate 

and jewellery 

Michael  Leach 

8  Holbein  Place,  London  swi 
Tel:  01-730  1957 

17th  and  18th  century  Oak  and  decorative 
oriental  items 

R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
Tel :  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 

Important  stock  of  early  works  of  art,  paintings, 

furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  w  1 ,  Tel :  01-629  2250 
19th  and  20th  Century  French  Paintings 

Leger  Gallery 

13  Old  Bond  Street,  London  wi 
Tel:  01-629  3538/9 

Old  Masters  of  the  European  schools  1 4th  to  1  9th 
Centuries  and  Early  English  Watercolours 

Leicester  Galleries 

22a  Cork  Street,  London  wi,  Tel:  01-437  8995 
Paintings,  Sculpture  and  Drawings  by  19th  and  20th 
Century  Artists 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Fine  quality  works  of  Art  for  the  small  collector, 
ivatercolours,  drawings,  oils 

Little  Winchester  Gallery 

36a  Kensington  Church  Street,  London  w8 
Tel:  01-937  8444 

^FiHt  Paintings  from  the  19th  Century  to 
Post  Impressionism 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  2302 

18th  and  19th  Century  English  Paintings, 
j  drawings  and  watercolours 

Bruce  McAlpine 

15c  Clifford  Street,  New  Bond  Street, 
London  w  1 ,  Tel :  0 1-73  4  4202 

Ancient  Art  and  Oriental  Furniture 


Mallet  &  Son  (Antiques)  Ltd. 

40  New  Bond  Street,  London  w  1 
Tel :  01-499  741 1 » Cables :  Malletson  London  w  1 
Fine  English  and  Continental  Furniture  and 
works  oj  Art 

Mallet  of  Bourdon  House  Ltd. 

2  Davies  Street,  Berkeley  Square,  London  wi 
Tel:  01-629  2444/5 

Continental  Furniture  and  Objects  d'Art, 
Garden  Statuary  and  Furniture 

John  Manning  Gallery 

71  New  Bond  Street,  London  w  1 
Tel:  01-629  4629 

Old  and  Modern  Drawings  of  the  English  and 
Continental  Schools 

Marlborough  Fine  Art 

39  Old  Bond  Street,  London  wi 
Tel:  01-629  5161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel:  01-629  5 161,  Cables:  Bondartos 

Contemporary  Graphics  and  Multiples 
Paul  Mason 

6  Ellis  Street,  Sloane  Square,  London  swi 
Tel:  01-730  3683 

Antiquarian  Prints  -  Marine,  Sporting, 
Military  and  Decorative 

Mayorcas  Ltd. 

38Jermyn  Street,  St. James's,  London  swi 
Tel:  01-629  4195 

Antique  Textiles,  Fine  European  Tapestries 
Roy  Miles 

95  Eaton  Place,  London  swi,  Tel :  0 1-23  5  4792 

Specialising  in  English  pictures  oj  the  17th  and  18th 
Centuries,  also  Dutch  and  Flemish  Old  Masters 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  w  1 
Tel:  01-493  7567 
Old  Master  Paintings 

Hugh  M.  Moss  Rugs  Ltd. 

12  Bruton  Street,  London  wix  7AH 
Tel:  01-499  5625  and  1830 

Oriental  works  of  art,  especially  Chinese 
porcelain,  jades,  enamels,  furniture,  bronzes  and 
snuff  bottles 

Motif 

35  Connaught  Street,  London  W2 
Tel:  01-723  9477 

Multiples,  lithographs,  graphic  prints  and  posters 
by  leading  contemporary  artists 


M.  Newman  Ltd. 

43a  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  6068 

Selected  paintings  and  drawings  of  the 
19th  and  20th  Century 

New  Grecian  Gallery 

3 1  Brook  Street,  London  w  1 
Tel:  01-493  9350 

Early  Russian,  Greek  and  Middle  Eastern  icons. 
Important  Spring  and  Autumn  exhibitions. 

Gerald  Norman  Gallery 

8  Duke  Street,  St. James's,  London  swi 
Tel:  01-839  7595 

1 8th  and  19th  Century  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery,  Jewellers  and 
Silversmiths  for four  generations.  Also  of  Harrogate 

O'Hana  Gallery 

13  Carlos  Place,  Grosvenor  Square,  London  w  1 
Tel:  01-499  1562 

Paintings  and  Sculpture  from  the  19th  and  20th 
Centuries 

Omell  Galleries 

22  Bury  Street,  St.  James's  swi 
Tel:  01-839  4274 

Fine  1 9th  Century  paintings  at  realistic  prices 
Omell  Galleries 

49  Albemarle  Street,  Piccadilly,  London  w  1 
Tel:  01-839  4274 

20th  Century  and  Contemporary  Paintings  and 
John  Bentham-Dinsdalc  "Clipper  Ships  and 
Sea  Battles" 

Hal  O'Nians 

6  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  9392 

Old  Master  Paintings  and  Drawings 

Parker  Gallery 

2  Albemarle  Street,  London  wi, 
Tel:  01-499  59°6 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

Oriental  Antiquities 

21  Barett  Street,  London  wi 
Tel:  01-629  3221 

Important  antiques  from  Tibet,  Nepal  and  India 


Marjorie  Parr 

2S5  Kings  Road,  Chelsea,  London  s  W3 
20th  Century  Paintings,  Sculpture  and  Pottery 

W.  H.  Patterson 

19  Albemarle  Street,  London  wi 
Tel:  01-629  1910 

Fine  Dutch  and  English  19th  Century  Paintings 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  w  1 
Tel:  01-493  3 161 

European  works  of  art 
Perovetz  Ltd. 

51-52  Chancery  Lane,  London  WC2 
Tel:  01-242  5857 and  5820 

Large  selection  of  Victorian  and  Georgian  sili'cr  and 
Sheffield  plate 

David  Pettifer 

269  King's  Road,  London  SW3  5 en 
Tel:  01-352  3088 

18th  and  early  19th  century  English  furniture 
Phillips  &  Harris 

57  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  of  art  including  paintings  and  bronzes 

Piccadilly  Gallery 

1 6a  Cork  Street,  London  w  1 
Tel:  01-629  2875  and  01-499 4632 

British  Figurative  Painters,  International 
Symbolist  J fugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 

Polak  (in  assn  Mandell's  Gallery) 

21  King  Street,  St. James's,  London  swi 

Fine  Paintings  of  the  English  and  Continental 
Schools  of  the  19th  Century 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Crates,  Fenders  and 
Chandeliers 

Pratt  &  Burgess 

Melton  Court,  7  Old  Bronipton  Road, 
London  SW7,  Tel:  01-589  5704 

18th  Century  Carved  Wood  and  Marble 
Chimney  Pieces,  Chandeliers  and  Lanterns 

Prudhoe  Gallery 

79  Duke  Street,  Grosvcnor  Square,  London  wi 
Tel:  01-629  6272 

Contemporary  Paintings,  Sculpture  and  Graphics 


Bernard  Quaritch  Ltd. 

5-8  Lower  John  Street,  Golden  Square, 
London  w 1 

Old  and  Rare  Books  on  all  Subjects 
Redburn 

49  Brook  Street,  London  w  1 ,  Tel :  01-629  54<5o 
Fine  English  and  French  1 8th  Century  Furniture 

Redfern  Gallery 

20  Cork  Street,  Burlington  Gardens, 
London  wi,  Tel:  01-734  1732 

Contemporary  English  and  French  Paintings 
William  Redford 

9  Mount  Street,  London  wi,  Tel:  01-629  1165 
Continental  furniture,  bronzes, 
porcelain  and  works  of  art 

J.  Antony  Redmile 

74  Pimlico  Road,  London  swi 
Tel:  01-7300557 

Imaginative  objects,  Period  works  of  Art 

Howard  Ricketts 

1 80  New  Bond  Street,  London  w  1 
Tel:  01-499  7357 

Fine  European  and  Oriental  Antiquities 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  WI,  Tel:  01-734 

igth  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture. 

Ross  Galleries 

1 8  Dover  Street,  London  w  1 
Tel:  01-629  0975/6 

English  and  Continental  Paintings  0}  the 
19th  Century  School 

Rumens  Antiques 

1  Market  Street,  Woodstock,  Oxford 
Tcl:8n6i8 

Paintings,  watercolours,  barometers, 
small furniture  and  porcelain 

The  Rutland  Gallery 

29  Bruton  Street,  London  wi 
Tel:  01-629  0303 

English  Paintings  oj  the  20th  Century. 
Also  European  and  American  Paintings 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  w  1 
Tel:  01-499  5553 

Etiglish  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-499  0365 

19th  Century  Impressionists  and  Contemporary 
animal  sculpture.  IVildlife  and  sporting  paintings 


Robin  Symes 

3  Ormond  Yard,  Duke  of  York  Street, 
London  sw  r ,  Tel :  01-930  9856/7 

Ancient  Art 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings 
and  Silver 

Gerald  Spyer 

18  Motcomb  Street,  Belgrave  Sq.,  London  wi 
Tel:  01-235  3348 

;  8th  and  early  19th  Century  English  Furniture 
and  Objets  d'Art 

Stair  &  Company  Ltd. 

120  and  125  Mount  Street,  London  wi  Y  511B 
Tel:  01-499  1785/5270 

Fine  English  Furniture  and  works  of  art  of  the 
1  jth  and  1 8th  Centuries 

Steam  Age  Antiquities 

59  Cadogan  Street,  London  s  W3 
Models  and  Mementoes  of  the  Age  of  Steam 

Temple  Gallery 

4  Ycomans  Row,  London  s  W3 
Tel:  01-589  6622 

Early  Greek  and  Russian  Icons 

H.  Terry-Engell  Gallery 

8  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  2606 

Old  Master  and  19th  Century  French  Landscape 
Paintings 

Temple  Williams 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wi,  Tel:  01-629  i486 

Specialists  in  Fine  Regency  Furniture 

Alan  Tillman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235.  Telex:  916151 

Antique  Paperweights  also  glass  from 

17th- 19th  Centuries,  including  English  and  French 

Camcoglass 

Arthur  Tooth  &  Sons 

3 1  Bruton  Street,  London  wi 
Tel:  01-499  6741 

Old  and  Modern  Pictures  of  International  Value 
Jor  Private  Collectors  and  Public  Galleries 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

also  15  Ship  Street,  Brighton,  Sussex 

Important  stock  18th  and  early  19th  Century 
Furniture  and  Works  of  Art 


Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5 161 

Sporting  and  Natural  History 
Pictures  and  Prints 

Dennis  Vanderkar  Gallery 

28  New  Bond  Street,  London  wi 

Tehoi-499  6613 

Dutch  and  Planish  Old  Masters 

Joseph  &  Earlc  D.  Vandckar 

138  Brompton  Road,  London  SW3 
Tel:  01-589  8481 

Large  Stock  of  Pine  Chinese,  Continental 
and  English  Porcelain  and  Pottery 

Betty  &  Vera  Vandekar 

20  Motcomb  Street,  London  swi 
Tel:  01-235  6317 

Oriental,  Continental  and  English  Porcelain 
mattery,  furniture  and  works  of  Art 

Christopher  Wade  Gallery 

28  Bruton  Street,  London  w I 

Tel:  01-499  0298/9,  Cables:  Parnassus,  London 

Wine  Paintings  of  the  1  yth  and  1 8th  Centuries 
Works  by  Modern  Artists 

Wartski 

138  Regent  Street,  London  wi 
Tel:  01-734  2038 

Fine  stock  of  Antique  Jewellery,  Silver, 
Snuff  Boxes  and  other  items.  Also  the  foremost 
specialist  in  Faberge 

Waterloo  Fine  Art 

4a  The  Arcade,  Britannia  Hotel, 
Grosvenor  Sq.,  wi.Tel:  01-499  I5^1 
19th  and  20th  Century  Drawings ,  Oil  and 
Watercolours  oj  Fine  Quality 

Winifred  Williams 

3  Bury  Street,  St. James's,  London  swi 
Tel :  01-93  o  473  2  /0729 

English  and  Continental  Porcelain 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  w  1 

Tel:  01-629 0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

W.  H.  Willson  Ltd. 

15  King  Street,  St.  James's,  London  swi 
Tel:  01-9306463 

Fine  Stock  of  Antique  Silver 


Denys  Wrey  Ltd. 

45  Sloanc  Street,  London  swi 

Tel:  01-235  1813/14 

Cables:  Denysant  London  swi 

iSth  Century  Furniture  and  Restorations 

Douglas  Wright 

34  Curzon  Street,  London  wi 
Japanese  Lacquers,  Porcelain,  Jade  and 
works  of  Art 

Harriet  Wynter 

352  Kings  Road,  London  s W3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  books 


JULIUS  BOHLER 

OLD  MASTER  PAINTINGS 
SCULPTURE  WORKS  OF  ART 


MUNICH 

Briennerstr.  25 

TELEPHONE:  MUNICH  (089)  555229 
TEL.  ADDRESS:  PAINTINGS 


Michael  Ayrton 


Br  uton  Gallery 


18May-15June1974 

Bruton.  Somerset  BA10  OAB 
Telephone  Bruton  2205 
illustrated  catalogue  50  pence 


'Figuresona  Jetty'  1954-5 
bronze17'2  x  35'j  x10/j 
this  is  the  only  available  cast 
from  an  edition  limited  to  6. 
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Br  Apptinltrunt 
In  H.M.  G""»  £/u«i<lA  // 
Jimlltri 


138  REGENT  STREET,  LONDON  W.l 


ESTABLISHED: 
1865 


A  GROUP  OF 
OBJECTS  BY 
CARL  FABERG 


Photographs  actual  size 


\ 


V 


From  the  Kennedy  Collection  of 
Outstanding  American  Art 


WINSLOW  HOMER,  "Tending  Sheep",  8i  x  10|  inches,  watercolor 


Kennedy  Galleries 

Our  100th  Year:  Founded  1874  by  H.  Wunderlich 
20  E.  56  St.,  N.Y.  10022,  (212)  758-3850,  Telex  14-8381 
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Paul  Storr 


ESTABLISHED  1912  DEALERS  IN  FINE  ANTIQUE  SILVER  ■  JEWELLERY  •  OBJETS  D  ART 
I53  NEW  BOND  STREET  LONDON  WI     TELEPHONE  OI-629  5060 
MEMBER  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


An  extremely  fine  soup  tureen  and  cover  of  oval  shape,  broadly  fluted  and  ornamented  u  ith  applied  Acanthus 

foliage,  terminating  in  four  foliate  and  scroll  feet.  Madein  1819,  1IJ"  high,  13"  across,  11-1  ozs. 

The  arms  are  those  of  John  Thomas.  2nd  Baron  New  borough.  Born  1802.  M.P.  for  Caernarvon  1826-30,  died  1 832. 


ARTCO 
MASTER 
REPLICAS 

ENGRAVINGS  &  ETCHINGS 

AN  UNUSUAL  COLLECTION 
OF 

REMBRANDT, 
DURER,  GOYA, 
WHISTLER, 

PICASSO,  OTHERS 


Whistler 


An  illustrated  catalogue  sent 
on  request. 

ARTCO  MASTER  PRINTS 
BOX  32 

PALOS  HEIGHTS,  ILL.  U.S.A. 
60463 


Durer 


Rembrandt 


Artco  introduces  an  exceptional  collection  of  line  for  line  etched  and  engraved  copies  of  the 
masters.  Most  plates  cut  by  professional  engravers  contemporary  to  the  masters,  others  later. 
All  prints  printed  on  laid  papers.  One  cannot  distinguish  these  pieces  from  originals.  In  fact, 
through  the  centuries  some  dealers  sold  them  as  originals.  Today  major  museums  purchase  them 
for  permanent  study  collections.  Priced  well  in  a  range  for  everyone.  These  are  actual  prints  - 
not  photo  mechanical  reproductions. 


Porcelain  mei-ping  form  vase. 

Blue  and  white  decoration. 
Ch'ien  Lung  reign,  1735-1795. 
Height:  10£  inches 


FRANK  1  AltO  *  I  lt  \\(  IS  t  A  HO 

41  EAST  57  ST.,  NEW  YORK,  N.Y. 
10022  (218)  PL  3-21G6 
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MALCOLM  FRANKLIN 


1NCOR1'  ORATED 


A  very  fine,  George  II 
Walnut-colored  Mahogany 

Card  Table  on  four  well 
drawn  cabriole  legs  having 
acanthus  leaf  carved  knees 
terminating  in  carved  claw 
and  ball  feet. 
Dating  circa  1735. 
Closed:  301  x  17  x  294" 
Open:  30r  x  34  x  29 


Chippendale  Mahogany, 
adjustable,  Library  Lecturn 
having  one  drawer,  candle  slides, 
on  hexagonal  base. 
Dating  circa  1760. 
21    x  16    x  32*"  High. 


// you  are  interested  in  fine  iStli  Century 
English  furniture,  please  write  for  our  latest, 
tzventy  page  illustrated  brochure. 


126  EAST  DELAWARE  PLACE,  CHICAGO,  ILL.  60611  (312)  337-0202 
Member  of  the  National  Antique  and  Art  Dealers  Association  oj  America 


May  8th -25th  1974 

Exhibition  of  Sculpture  by 

ELI  ILAN 


Magnificent  old 
Georgian  Sheffield  urn 
on  shell  feet 
with  dolphin  spout. 
England,  circa  1800. 


Wakefield-Scearce 

l)  I  R  K  C  T  IMPORTERS 
Historic  Science  Hill,  Washington  Street 
Shclbyville,  Kentucky  40065     (502)  ME  .3-488H 
on  BOTH  main  roads  (U.S.  60  &  1-04) 
between  Louisville  and  Lexington 
Open  every  day  '■>  a.m.  —  5  p.m.  Closed  Sundays. 

Why  Not  Spend  A  Pleasant  Day  or  Two  in  the  Country? 

Located  in  Historic  Science  Hill,  one  of  the  oldest 
buildings  in  Kentucky,  Wakefield  Scearce  Galleries  in- 
vites you  to  visit  and  see  one  of  the  largest  collections 
of  fine  English  antique  furniture,  rare  and  unusual  sil- 
ver and  porcelain,  as  well  as  decorative  accessories. 

Come  and  enjoy  the  day,  then  lunch  or  have  dinner  at 
the  Inn  located  under  the  same  roof.  ■ 


Galleries 
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3SCAR  AND  PETER  JOHNSON  LIMITED  (p  j 

EXHIBITION 
CONTINENTAL  VIEWS  BY  ENGLISH  ARTISTS 

Wednesday,  May  15  th  —  Friday,  June  7th 
Daily  10  a.m.  -  5  p.m.     Saturday  10  a.m.  -  12  noon 


(6  x  48  inches  Vesuvius  in  the  background  Signed  and  dated  1834 

Also  including  pictures  by  :- 
James  Wilson  Carmichael,  E.  W.  Cooke, 

Albert  Goodwin,  Arthur  J.  Meadows, 
Charlotte  Nasmyth,  Richard  Henry  Nibbs, 
William  Pitt,  T.  S.  Robins,  James  Webb  and  others 

THE  PICTURES  ARE  FOR  SALE 

LOWNDES  LODGE  GALLERY 
27  LOWNDES  STREET  LONDON  SWiX  9HY 

telephone:  01-235  6464/5  Cables:  ARTCOS,  LONDON,  SWiX  9HY 

(opposite  The  Carlton  Tower  Hotel) 


From  The  Carrington  Collection 


Carrington  have  always  enjoyed  a  reputation 
for  fine  silver,  both  antique  and  modern. 

Take  teapots.  We  are  particularly  proud 
of  the  pieces  we  presently  hold. 

For  example,  a  fine  Bright  Cut  Teapot 
by  Charles  Aldridge, London, 1789. 


Cv-nQio*  ft  Co  Ltd   Londo*  C*mngtO"  ft  Co  Lid  London 


CARRINGTON 

130  Regent  Street,  W.l.  #| 


FISCHER  GALLERY 

CH  -  6006    Lucerne  19  Haldenstrasse    Phone  041  22  57  72/73 


VERY  IMPORTANT  AUCTION  SALES  FROM  21st  -  27th  JUNE  1974 

Fine  old  and  modern  paintings  from  the  15th  to  the  20th  century.  Rare  collection  of  icons. 

Precious  old  and  modern  graphic  art  drawings  and  watercolours. 

Collection  of  important  Polearms,  Arms,  Armour,  Swords,  Daggers,  Guns  and  Pistols  from  an  American 

collection  and  different  European  Aristocrats. 

Three  richly  illustrated  catalogues 

EXHIBITION  DAILY  from  the  6th  to  the  20th  June. 
CLOSED  the  13th  June  all  the  day. 


VERNET  Claude  Joseph  1714-1789  signed 


Lodewyck  TOEPUT 

called 
POZZO  SERRATO 

Oil  on  panel       29  x  39  cm 


COLLECTOR 

wishes  to  sell  from  his  collection 
several  fine  paintings  and  drawings 
by 

POZZO  SERRATO  (see  illustration) 

Jan  Mienze  MOLENAER  The  merry  drinkers  -  Oil  on  panel 
22,5  x  1  9  cm,  signed 

Philipp  WOUWERMANS  Huntsmen,  horse  and  dogs  near 

a  fountain  -  pen  and  grey  wash  27  x  22  cm 

Quiritsz  BREKELENKAM  Portrait  of  a  young  man  -  oil 

on  panel  26  x  22  cm,  signed  and  dated  1662 

Philippe  J.  de  LOUTHERBOURG  The  stag  hunt  -  pen 

and  sepia  wash  41  x  68  cm 

Abraham  STEENWYCK  Marine  landscape  with  fishermen 
oil  on  canvas  51  x  80  cm,  signed  and  dated  1669 
Mathias  VAN  HELMONT  The  marriage  settlement  -  oil 
on  canvas  36  x  50  cm,  signed  with  monogram  , 
Robert  NANTEUIL  Portrait  of  Denis  Talon  -  pencil  on 
parchment  20  x  17  cm 


Photographs  on  demand 

Please  write  to:  M.  de  Barlin 
B.P.  5  1180  UCCLE7(sept) 
Belgium 


11.  Auction 

t  of  the  19.  and  20.  Centuries 

Art  Nouveau  -  Art  Deco 
Contemporary  American  Art 

May  27  -  29 


Illustrated  Catalogues 
by  airmail  fifteen  Dollars 


Ketterer 


Galerie  Wolfgang  Ketterer  Munchen 
8  Munchen  80  Prinzregentenstrasse  60 
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PHILLIPS  o/HITCHIN 

(ANTIQUES)  LTD. 


ouse 


Hitchin2o67  CJf      f  II 

1.622067      Cs  Lertjordsh 


.  Cables 
ire     ■  Phillips  Hitchin 

Members  of  the  British  Antique  Dealers'  Association 


IK' 

'  O46 


A  mahogany  rent  table  011  cupboard  base  circa  1785. 

From  our  collection  of  17th  and  iStli  century  English  furniture  displayed 
in  the  18  period  rooms  of  a  Georgian  manor  house  only  1  hour  from  Loudon 
by  the  A.i  or  about  40  minutes  by  train  from  London  (Kings  Cross); 
trains  can  be  met  by  arrangement. 

We  are  holding  a  special  exhibition  of  English  furniture  from 

1st  to  29th  June  as  part  of  the  Fine  Art  and  Antiques  Festival  1974. 
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en 


NGhols 


From  Oriental  marketplaces/  from 
Parisian  ateliers,  from  the  antique  shops 
around  the  Piazza  Navonna,  Harvey 
Nichols  bring  together  a  treasure-trove 
of  choice  furnishings.  Each  piece  is 
chosen  with  an  expert  eye  for  the 
unusual  the  elegant,  the  distinguished 

In  this  room,  Michael  Edwards, 
with  characteristic  panache,  achieves 
that  extra  dimension  of  taste  and 
refinement  which  has  made  his  talent 
famous  and  his  advice  sought  after 

From  the  United  States  come  a 
pair  of  carefully  crafted  love-seats 
covered  m  moire  fabric  A  pair  of 
antique  Adam  gilt  console  tables  with 
green  marble  tops  flanks  the  room  s 
piece  de  resistance  an  extraordinarily 
fine  and  rare  roll-top  lacquer  bureau  m 
the  Louis  XVI  style  The  exquisite 
lacquer  work  depicts  tree  and  river 
scenes  m  the  Chinese  style  of  the 
period  Above  this  outstanding  piece 
is  a  carved  wood  gilt  reproduction  of 
a  Chippendale  mirror  from  Italy  The 
master  designer  is  again  evoked  in  the 
Chinese  Chippendale-mspired  brass 
coffee  table  which  rests  on  an  intricately 
woven  Persian  rug.  The  room  is 
delicately  lit  by  a  Regency  copper 
samovar  lamp  with  a  silk  shade  and 
copper  fimal,  but  the  glow  is  more  from 
the  warmth  and  distinction  of  the 
furniture 

A  few  moments  browsing  amidst 
the  treasures  on  the  Second  Floor  of 
Harvey  Nichols  can  be  a  most 
rewarding  experience  A  few  hours 
can  change  your  whole  style  of  living 


HARVEY 
NICHOLS 


KNIGHTSBRIDGE  lONDON  SWIX  7RJ  TEL  01 235  5000 


JAPANESE  WOODCUT  PRINTS 

including  a  fine  collection  of  700  items  by  artists 
of  the  Osaka  school. 


"wa^iLiLiiii/Hii^giwpi.  - 


Hiroshiga  (1797-1858) 
Saru-Ga  Riding  Ground,  Futagawa  Station; 
from  the  series  "Fifty-Three  Stations  on 
the  Tokaida".  Published  Hoeido,  1833. 


Hokusai  (1760-1849) 
Bunya  No  Asayasu,  The  Lotus  Gatherers; 
from  the  series  "The  One  Hundred  Poems 
by  One  Hundred  Poets  Explained  by  The 
Nurse".  Published  Eijudo  c.  1835. 


Hirosada  Died  c.  1865 
(Fl.  1844-54) 
An  Actor  in  the  Role 
of  Kumagaya  Jiro. 


A  fine  selection  of  quality  items  always  on  display. 

Hours:  Weekdays  -  1 .30  to  5.30  p.m. 
Saturday- 10  a.m.  to  6  p.m. 

ORIENTAL  WORKS  OF  ART  &  PAINTINGS, 
JAPANESE  WOODCUT  PRINTS, 
ANTIQUITIES,  EUROPEAN  ANTIQUES 

§THE  HUNDRED  ANTIQUES 
640-642  CHURCH  ST.,  TORONTO  5,  CANADA 
TEL:  (416)  924-3627         CABLES:  POKUTOR 


IN  BEVERLY  HILLS 


Importers  of  fine  Dutch, 

Flemish  and  English 
paintings,  17th  thru  19th 
Century. 


Cornells  Christaan  Dommersen 
Signed 

Oil  on  panel,  18"  x  13J". 


tsutit  of  Hartforti 


9009  WILSHIRE  Blvd..  BEVERLY  HILLS.  CALIF.    9021  1 


An  extraordinary  example 
of  high  relief  enamelling  — 

An  exquisite  floral  locket 
in  blue,  black,  and  white. 
French,  seventeenth  century. 
(A  similarly  enamelled  locket 
is  on  display  in  The  Louvre). 


(212)  477-4006       By  appointment       New  York  City 

Written  inquiries:  Raizel  Halpin,  c/o  The  Bank,  785  Fifth  Avenue, 
New  York,  New  York  10022 

EXHIBITING: 

Eastern  Stales  Antiques  Fair.  White  Plains,  New  York  —  April  29-May  4 
International  Antiques  Fair.  Earl's  Court.  London  —  June  7-18 
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HARTNOLL^ 

I 

39  Duke  Street,  St.  JaS^o 
Telephon 


UGEL 

AINT-HONORg, 

8  PARIS 

6.23  &  260.19.45 


ANTIQUE  CONTINENTAL 


SILVER  AND 


The  artist  was  elected  a  Member  of  the  Roy3 
"Brahminy  Bull",  said  to  have  been  sent  fronj 
been  living  at  Daylesford,  in  Worcestershire,  t 
we  know  that  he  had  in  jl 


GOLD  BOXES 


Rare  small  French,  six  light,  Louis  XIV  bronze  chandelier  with  original  gilding 


Ca.  1700 


Height  71  cm.  Diameter  72  cm. 


GERALD 
SPYER 


ANTIQUES  AND  WORKS  OF  ART 

1 8  Motcomb  Street 
Belgrave  Square 
London,  S.W.i. 


Importers  of  fine  Dutch, 

Flemish  and  English 
paintings,  17th  thru  19th 
Century. 


Cornelis  Christaan  Dommersen 
Signed 

Oil  on  panel,  18"  x  134?". 


ousie  of  Hartforb 


9009  WILSHIRE  Blvd..  BEVERLY  HILLS.  CALIF.  90211 


Telepl 


:ione 


•01-235-3348 


An  extraordinary  example 
of  high  relief  enamelling  — 

An  exquisite  floral  locket 
in  blue,  black,  and  white. 
French,  seventeenth  century. 
(A  similarly  enamelled  locket 
is  on  display  in  The  Louvre). 


1 477-4006       By  appointment       New  York  City 
iquiries:  Raizel  Halpin,  c/o  The  Bank,  785  Fifth  Avenue, 
New  York,  New  York  10022 
ING: 
Stales  Antiques  Fair,  White  Plains,  New  York  —  April  29-May  4 
.rnalional  Antiques  Fair.  Earl's  Court.  London  —  June  7-18 
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HARTNOLL  &  EYRE  LTD. 


39  Duke  Street,  St.  James's,  London,  SWiY  6DF 
Telephone:  01-930  9308 


James  Ward  R.A. 
1769-1859 
Oil  on  panel:  17J  x  211  in. 
Signed:  J.W.-R.A. 

The  artist  was  elected  a  Member  of  the  Royal  Academy  in  1811.  The  subject  of  this  picture  is  a 
"Brahminy  Bull",  said  to  have  been  sent  from  India  to  Warren  Hastings.  He  would  by  then  have 
been  living  at  Daylesford,  in  Worcestershire,  to  which  he  may  have  moved  the  Indian  stock  which 
we  know  that  he  had  in  Berkshire  as  far  back  as  1785. 
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HEIM 

OLD  MASTER 
PAINTINGS  AND  SCULPTURES 

59  JERMYN  STREET,  ST.  JAMES'S 
LONDON,  S.W.I. 


Tel:  01-493  0688 


Cables:  Heimgal,  London,  S.W.I 


Also  in  Paris:  15  Avenue  Matignon,  Paris  VIII 


AN  EXHIBITION  OF  ENGLISH  &  DUTCH 
WATERCOLOURS  &  DRAWINGS 
OF  THE  1 8 th  &  19th  CENTURIES 

given  by  MARTYN  GREGORY 
at  the  Hartnoll  &  Eyre  Gallery 
39  Duke  Street,  St.  James's 
London  SWi.  01-930  9308 

From  Monday  May  6th  to  Saturday  May  18th. 


Paul  Sanby 


1 729-1 807 


Charlton  Church 


Correspondence  to:- 

Martyn  Gregory,  9  Lancashire  Court, 
New  Bond  Street,  London  Wi. 
01-629  3OI7 


"Happy  and  kumfi  I  shall  be 
Gander  and  White  him  packee  me'.' 

GANDER  &  WHITE  LTD. 

ANTIQUES,  FURNITURE 
and 

WORKS  OF  ART 
PACKED  AND  SHIPPED 
to  all  parts  of  the  world 

OVERSEAS  HOUSEHOLD  REMOVALS 

EMPRESS  PLACE,  LILLIE  ROAD 
LONDON  SW6  1TT 

01-381  0811,2  &  3  01-385  0309 
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Telephone;  01-629  6261    Telegraphic  Address  "Euclase  London  W.I" 


The  massive  and  ever-changing  stocks  of  fine  antique  furniture  at  Durwards  Hall  are, 
in  themselves,  a  permanent  antiques  fair  which  is  open  to  dealers  only  throughout 
the  year.  Top  quality  goods  in  showroom  condition.  Durwards  Hall  is  on  the  main 
A12  road  from  Europe  and  a  mere  fifty  minutes  from  London  by  rail.  Trains  are 
met  at  Witham  station  by  prior  arrangement  and  we  shall  be  pleased  to  help  dealers 
with  their  travel  arrangements. 

DURWARDS  HALL  .  KELVEDON  .  ESSEX  .  ENGLAND 
Telephone:  KELVEDON  70234/5/6 
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The 

Society  of 
London 
Art  Dealers 

Chairman  Vice-Chairmaii  Treasurer  Secretary 

Geoffrey  W  G  Agnew,  Godfrey  Pilkington,  J  L  Naimaster,  O  T  Gallaway, 

43  Old  Bond  Street,  WiX  4BA.  16a  Cork  Street,  WiX  iPF.  148  New  Bond  Street, WiY  oJT.  Suite  5, 

(Trios.  Agnew  &  Sons  Ltd.)  (Piccadilly  Gallery.)  (The  Fine  Art  Society  Ltd.)  32  Savile  Row,  WiX  iAG. 


The  Society  was  founded  in  1932  by  pictures,  drawings,  prints  and  sculpture, 
nine  leading  members  of  the  trade.  All         The  object  of  the  Society  is,  to 

but  one  of  these  firms  are  still  active  and  promote  and  protect  the  good  name  and 

in  the  Society  today.  At  various  times  interests  of  the  Art  Trade  generally,  and 

additional  members  have  been  elected  to  to  make  such  representations  on  its 

join,  the  Society  now  has  57  members.  behalf  to  Government  Departments  and 

Membership  of  the  Society  is  limited  other  bodies  as  may  from  time  to  time 

to  Companies,  firms  and  individuals  be  felt  by  the  members  to  be  necessary 

engaged  in  the  sale  or  exhibitions  of  or  desirable. 
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Antique  English  and 
Continental  inker 
Paintings 

< 

3il  on  canvas  14' 

'  x  27"                              Fredrick  Wilhelm  Keyl                               signed  and  dated  1855 
16c  Grafton  Street,  London,  W.l    Telephone:  01-493  1597 

The  Contemporary  Portrait  Society 
announce  their  tenth  exhibition 

Anglo-French  Contemporary  Portraiture 
1st  May —  24th  May 
at 

THE  WILDENSTEIN  GALLERIES 

147  New  Bond  Street,  London,  W.l. 
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From  the  Collection  of  the  Whatman  Family  of 
County  Kent  who  possessed  furniture  from  the  Royal 
Cabinet  Maker  Vile  and  Cobb,  this  splendid  little 
chest  of  drawers,  specially  made  to  take  showcase  and 
model,  was  undoubtedly  from  that  workshop.  The 
ship  model  which  is  most  decorative  and  colourful  is 
of  Le  Vainqueur,  a  French  thirty  gunner  captured  by 
the  British  in  1746  and  put  to  use  in  the  Royal 
Naval  Fleet. 

Height:  sft.  ojin.  Depth:  ift.  2in.  Width:  2ft.  7m. 


Tel:  01-629  5600  &  01-499  6266 


\.w\nr\ 

^NAISS. 


:  MlCRO  CRYSTALLINE  ■ 
CLEANER.  POLISH 

«S@[ajg230cc 


RENAISSANCE 


'An  exceptional  wax  polish'  sold  in  association  with 
the  Connoisseur  Magazine 

Renaissance  is  a  professional  blend  of  refined  fossil-origin  waxes 
with  unique  cleaning  and  protective  qualities.  It  is  already  used 
in  many  parts  of  the  world  by  discriminating  experts.  This 
superlative  wax  polish  revives  and  protects  all  surfaces,  gently 
lifting  the  grime  of  antiquity  and  leaving  a  finish  delightful  to  see 
and  touch.  The  surface  glows  with  repeated  applications. 
With  the  consent  of  the  British  Museum,  acknowledged  leader 
in  conservation  research,  the  polish  is  now  being  made  available 
to  the  public. 


Price  per 

can,  including  packing. 

postage  and  (in  U.K.  only)  VAT 

U.S.A.  - 

Air  Mail: 

86.50 

Surface  Mail: 

$5.38 

Canada  - 

Air  Mail: 

$6.88 

Surface  Mail: 

$5.38 

U.K.  only 

£1-82 

Europe 

£2-15 

Australia 

-  Air  Mail: 

£3-20 

Surface  Mail: 

£2-15 

For  quantities  of  six  or  more  deduct  10%  overall. 


i  

r 


Order  Form:  To  The  Connoisseur,  Chestergate  House,  Vauxhall  Bridge  Road, 
London,  SW1V  1HF.  (Reg.  Office.  Reg.  No.  112955  England). 

Please  send  me  by  airmail/surface  mail:  cans  of 

Renaissance  Wax  Polish  at  each,  less  10%  overall  deduction 

on  six  or  more  cans.  I  enclose  total  payment  of:   


Mr/Mrs/Miss 
Address  


I  


Cheques'.money  orders  should  be  made  payable  to  THE  COSXOISSEL'R 


CHARLES  W00LLETT&  SON 

(Member  of  the  B.A.D.A.  Ltd.) 


A  very'  fine  and  attractive  miniature  of  a 
Child  by  Cornelius  Durham,  full  length  in 
white  dress  with  red  sash,  holding  a  posy  of 
roses,  standing  by  a  chair  w  ith  a  view  of  a  river 
landscape  in  the  background.  Rectangular  7  in. 
high  -  gilt  scroll  frame  and  outer  glazed  wood 
case. 

59  61  WIGMORE  STREET  LONDON  W1H  9LF 

Established  1889  Phone  oi-gj$  S664 


Wendelighting  is  a  visual  experience.  It's  color,  texture  and  form  quietly 
awakened  to  add  a  subtle  note  of  drama  and  intimacy.  Wendelighting 
is  concealed,  optical  projectors  that  bathe  only  the  desired  areas  with 
bright,  even  illumination.  Discover  how  this  controlled  area  lighting 
for  art,  antiques,  furniture  or  landscaping  can  enhance  your  interior  or 
exterior  settings.  For  a  28-page,  full  color  brochure  send  SI. 50  to 
Wendelighting,  Dept.CM,  9068  Culver  Blvd.,  Culver  City,  Calif.  90230. 


Wendelighting /Division  of  Eric  lacksen  &  ! 


BUd ..  Culver  City.  CA-  12131  559-J310 
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CLIFFORD  J.  TRACY 

Specialist  Cabinetmakers  & 

Restorers  of  Antique  furniture 

UNIT  'F  •  41  SPEARS  ROAD  ■  LONDON,  X19  3QQ    ■    Tel.:  01-263  0781 


We  are  pleased  to 
announce  that  we 
have  moved  into 
larger  premises. 
Our  new  address 
is:- 

6-40  DURNFORD  STREET 
SEVEN  SISTERS  ROAD 
LONDON  N15  5NQ 
Telephone  01-800  4774 


RESTORATION  OF  FINE  ANTIQUE  FURNITURE,  INLAID  IVORY, 
MARQUETRY  &  "BUHL"  WORK,  COPY  CHAIR  MAKING, 
CARVING,  POLISHING,  THE  MAKING  OF  FINE  PIECES 
OF  FURNITURE  IN  THE  TRADITIONAL  &  MODERN  MANNER 
COLLECTION  &  DELIVERY 


-r*  -r?  T%      \7   T  TTT  ¥  AT  ¥  rjnTTTC  743  fifth  avenue,  new  york,n.y.,  10022 

13Jjfl\lV  JL  "FllLL   VJi\L^L^A^M\LCm  O   (212)753-8130  Cables  BERRYHILL  N.Y. 


ERNEST  LAWSON,  N.A. 

(1873-1939) 

"EARLY  SPRING  IN 
CONNECTICUT" 

Painted  with  delicate 
roseate  coloration. 
Oil  on  canvas,  16"  x  20". 
Signed  at  left. 

This  painting  w  as  acquired 
from  the  artist  by  John  Quinn, 
the  renowned  connoisseur, 

collector  and  patron  of 
"The  Eight"  (the  so-called 

"Ashcan  School") 
as  referred  to  in  our  book. 

ERNEST  LAWSON 
AMERICAN  IMPRLSSIONIST 


A  small  and  charming  early  18th  century  walnut 
side  table,  with  graceful  cabriole  legs  and 
golden  wax  surface.  The  table  is  beautifully 
figured  and  of  excellent  quality. 


Width  28  ins. 


Depth  20  ins: 


Height  28  ins. 


THORPE  &  FOSTER 

49  WEST  STREET,  DORKING,  SURREY 

TELEPHONE:  0306  81029 
SPECIALISTS  IN  FINE  WALNUT 


NEW  YORK'S  ORIGINAL  ANTIQUES  CENTER 

•  where  collectors  and  dealers  shop  for  a  vast  and  varied 

choice  of  interesting  items 

•  where  modest  overhead  makes  realistic  prices  possible 

•  where  knowledgeable  dealers  specialize  in  popular 

collecting  categories 

•  where  spacious,  gracious  quarters  make  antique 

shopping  truly  a  pleasure 

415  East  53rd  Street,  New  York,  N.Y.  10022 
between  Sutton  Place  and  First  Ave. 

(212)  486-0941 

Hours:  Tues.-Sat.  10:30-5:30;  Sun.  1-6 
Closed  Mondays         Admission  Free 
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LONDON  IN  MAPS 

PHtl.lPPAOl  AXVIl  1  1 


London  in  Maps  phiiiPpaGia  nville 

"...  beautifully  produced,  fascinating  and  informative^ 
John  Betjeman 

An  outstandingly  handsome  book,  published  by  The  Connoisseur, 
that  re-creates  the  whole  development  of  the  city  in  successive 
maps,  enabling  the  reader  to  discover  how  London  absorbed  the 
surrounding  villages,  and  to  trace  vanished  landmarks.  The 
continuing  changes  in  London's  topography  from  the  foundation 
of  the  city  by  the  Romans  up  to  the  present  day  are  all 
illustrated  in  maps  that  arc  both  decorative  and  informative. 

London  in  Maps  is  unlikely  ever  to  be  reprinted.  It  is  the  kind  of 
book  which,  soon  after  publication,  becomes  a  collector's  piece  in 
the  lists  of  antiquarian  booksellers  who  specialize  in  topography. 

Page  size  14*  x  8]  ins.  212  pages  including  69  large-size  maps, 
29  in  full  colour.  Fully  bound  in  gold-blocked  buckram. 
£15.00  ($37-00). 


To:  The  Connoisseur  Books  Division,  Chestcrgatc  House, 
Vauxhall  Bridge  Road,  London  SWiV  iHF.  (Reg.  Office) 
Reg.  No.  112955  England. 

Please  send  me  copies  of  London  in  Maps  at 

£15.00  ($37  00)  each. 

I  enclose  my  cheque/draft  for  made  payable 

to  The  Connoisseur. 

Name/address: 


J 


established  1876 


V 


The  Fine  Art  Society  Ltd 

148  New  Bond  St  London  WiY  OJT 
telephone  01  629  5 116 
cables  Finart  London  Wi 


North  African  Traveller 
Casablanca  to  Cairo 
Paintings  and  watercolours 

7th  —  31st  May  1974 


Thomas  Seddon  1821  -  1856 
Water-colour  llg  x"7j  inches 
"Lieutenant  Richard  Burton  in  Arab  Dress" 
inscr.  T.  SEDDON  1854 


Illustrated  in  Burton's  "Personal  Narrative  of  a  Pilgrim  to  Al  Madinah  and  Mecca"  (London  1855) 


BIGGS 

of 

MAIDENHEAD 
(F.  R.  &  M.  H.  STAMP) 

i  i 


fT7«~T!'  ?  ♦  T 


EST,  1866 
Over  100  years 
of  fine  dealing. 


Early  18th  century  chest  of  drawers  in  walnut,  circa  1710. 
Height  331"  (84  cm),  width  34"  (86.5  cm), 
depth  22i"  (57  cm). 

Open  Tuesday  to  Saturday,  Closed  Monday 
Hare  Hatch  Grange,  Nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  9) 


A  Fabled  Rug 
Collection  Is 
Now^ttrsil 


We  are  proud  to  announce  the  ac- 
quisition of  a  magnificent  rug  col- 
lection from  the  estate  of  A.  J. 
Jinishian,  one  of  France's  most 
prominent  art  and  antiques  con- 
noisseurs. This  treasure  includes 
one  hundred  and  three  pieces  in 
a  wide  range  of  sizes  and  styles, 
and  features  such  authentic  mas- 
terpieces as: 

Savonnene  —  34  x  18.1 
Antique  Silk  Needlepoint  -  18  Century  -  5  1  i  6.10  (lllust.) 
lavere  Kerman  -  35  x  26 
Antique  Aubusson  LXV  -  16  11  x  16.9  (lllust.) 
Needlepoint  -  28.3  x  15 
Antique  Bessarabia  -  11.4  x  11.6  (lllust.) 

We  invite  your  inquiry,  or,  if  con- 
venient, your  inspection  at  our 
New  York  showrooms. 


BESHAR'S 


63  East  52nd  Street.  N.Y.C.,  N.Y.  10022 
(212)  Ptaza  8-1400 
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GALERIE  ROLLER 

8001  ZURICH     RAMISTRASSE  8     TEL.  01/47  5°4° 


RAOUL  DUFY.  „Le  village",  Bormes  1913.  Oel  auf  Lwd.,  signiert,  beschriftet  und  datiert.  54  x  65  cm. 
Abgebildet  in:  Maurice  LafTaille,  Catalogue  raisonne,  Nr.  368. 


AUKTIONEN  MAI/JUNI  1974 


GALERIE  ROLLER 

8001  ZORICH      RAMISTRASSE  8      TEL.  01/47  5040 

VORANZEIGE 
BEDEUTENDE  AUKTIONEN 

vom  24.  Mai  bis  8.  Juni  1974 
VORBESICHTIGUNG 

taglich  vom  10.  bis  21.  Mai,  durchgehend  von  10  bis  22  Uhr. 
Dienstag,  den  21.  Mai,  letzter  Ausstellungstag,  von  10  bis  18  Uhr. 
INVENTAR  EINES  GROSSEN  LAUSANNER  PATRIZIERHAUSES. 
TEILINVENTAR  EINES  WAADTLANDER  SCHLOSSES. 
VERSCHIEDENE  IN-  UND  AUSLANDISCHE  NACHLASSE  UND  SAMMLUNGEN,  TEILS  VON  MUSEALEM  WERT. 

Wir  versteigern: 

Bedeutende  GEMALDE  vom  16.  bis  20.  Jh.  (Dali,  Dufy,  Pissarro,  Utrillo,  Vlaminck; 
hollandische  Meister  des  17.  Jh.  und  viele  Schweizer  Meister). 
Hervorragendes  FRANZOSISCHES  MOBILIAR  des  17.  und  18.  Jh., 
zum  Teil  signiert  und  teils  seit  2  Jahrhunderten  im  gleichen  Familienbesitz. 
PRUNKPENDULEN.  CARTELS  aus  vergoldeter  Bronze;  UHREN  und  TASCHENUHREN  des  16.  bis  19.  Jh. 
WISSENSCHAFTLICHE  INSTRUMENTE.  WAFFEN.  Sammlung  von  SCHWEIZER  und  DEUTSCHEM  ZINN. 
Reichhaltige  HELVETIC A-SAMMLUNG.  ALTE  GRAFIK,  darunter  Sammlung  von  32  Kupferstichen 

nach  Pieter  Brueghel.  BUCHER. 
Wichtige  Kollektion  von  MODERNER  GRAFIK  (Dali,  Heckel,  Klee,  E.  L.  Kirchner,  Munch,  Pechstein  u.  a.). 
EUROPAISCHE  PORZELLANE  UND  FAYENCEN.  ASIATISCHE  KERAMIK. 
JUWELEN.  Seltene  MINIATUREN  sowie  friihe  EMAILDOSEN. 
SILBER-SAMMLUNG.  Wichtige  Sammlerobjekte  des  17.  Jh.,  erlesenes  Tafelsilber  sowie  Gebrauchssilber. 
SAMMLUNG  ROMISCHER  GLASER.  Ausgrabungen  des  Mittelmeerraumes. 
IKONEN.  HINTERGLASBILDER.  PLASTIKEN.  SAMMLUNGSTEPPICHE,  SEIDENTEPPICHE,  WANDTEPPICHE. 
Bedeutende  ASIATISCHE  KUNST  aus  Japan,  China,  Indien,  Tibet  und  Nepal. 
Darunter  seltene  Skulpturen,  Malereien  und  edelsteinbesetzte  Ritualobjekte.  PRAEKOLUMBIANISCHE  KUNST. 
Sowie  viele  weitere  Antiquitaten  und  Objekte,  die  wir  im  Auftrag  von  Nachlafiverwaltungen 
limitenlos  an  den  Meistbietenden  versteigern. 


GROSSER  ILLUSTRIERTER  KATALOG  AUF  BESTELLUNG    SFR/DM  35,— 


Ubersee  SFR  60  — 


PRELIMINARY  NOTICE 
IMPORTANT  SALES  BY  AUCTION 

May  24th  to  June  8th,  1974 


PREVIEW 

May  10th  to  21st,  daily  from  10  a.  m.  through  10  p.  m. 
On  Tuesday,  May  21st,  last  day  of  exhibition,  from  10  a.  m.  to  6  p.  m. 
INVENTORY  FROM  AN  IMPORTANT  LAUSANNCE  PATRICIAN  MANOR, 
FROM  A  CASTLE  "VAUDOIS", 
VARIOUS  SWISS  AND  FOREIGN  ESTATES  AND  COLLECTIONS,  PARTLY  OF  MUSEUM  VALUE. 

We  are  selling  by  auction: 

IMPORTANT  PAINTINGS  of  the  16th  to  the  20th  century.  (Dali,  Dufy,  Pissarro,  Utrillo,  Vlaminck; 
Dutch  Masters  of  the  17th  century  and  many  Swiss  Masters). 
OUTSTANDING  FRENCH  17th  and  18th  CENTURY  FURNITURE,  many  pieces  signed. 
Partly  in  the  possession  of  the  same  families  for  over  200  years. 
DE  LUXE  BRACKET  CLOCKS.  CARTELS  made  of  gold-plated  bronze. 
CLOCKS  and  POCKET  WATCHES  of  the  16th  to  the  19th  century. 
SCIENTIFIC  INSTRUMENTS.  ARMS.  Collection  of  SWISS  and  GERMAN  PEWTER. 
Rich  Collection  of  HELVETICA.  OLD  GRAPHIC  ART  (Collection  of  32  Copperplates  by  Pieter  Brueghel).  BOOKS. 
Important  collection  of  MODERN  GRAPHIC  ART.  (Dali,  Heckel,  Klee,  E.  L.  Kirchner,  Munch,  Pechstein  and  others). 
EUROPEAN  PORCELAIN  and  POTTERY.  ASIATIC  CERAMICS. 
JEWELS.  Rare  MINIATURES  and  early  ENAMEL  SNUFF  BOXES. 
SILVER  COLLECTION.  Important  collection-objects  of  the  17th  century,  choice  show  pieces  as  well  as  domestic  silver. 
Old  COLLECTION  OF  ROMAN  GLASS.  Excavations  of  the  Mediterranean  Area. 
ICONS.  REVERSED  PAINTINGS  ON  GLASS.  SCULPTURES.  FINE  CARPETS  AND  SILK  RUGS. 
Important  ASIATIC  ART  (from  Japan,  China,  India,  Tibet  and  Nepal). 
Rare  sculptures,  paintings  and  ritual  objects  with  precious  stones.  PRECOLUMBIAN  ART. 


LARGE  ILLUSTRATED  CATALOGUE  UPON  REQUEST    sFr.  35.—.    Overseas  airmail  sFr.  60.—. 


A  maflMtAI      WAT    ,TT  .m. 
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GALERIE  ROLLER 

8001  ZORICH     RAMISTRASSE  8     TEL.  01/47  5040 


Kommode  mit  Coromandel-Dekor,  Louis  XV,  Paris,  signiert  P.  DEMOULIN 


AUKTIONEN  MAI/JUNI  1974 


GALERIE  ROLLER 

Scci  ZURICH     R  AM  I STRASSE  S      TEL.  01  475040 


MAURICE  DE  YLAMINCK.  „Paysage,  Bougival*.  1914.  Oel  auf  Lwd.,  signiert.  60  x  72  cm.  Expertise  Paul  Petrides 


Contre-BoulIe-kommode.  Paris  um  168Q.  Messing  und  rote  Sdiildpattintarsien. 


8ooi  ZURICH     RAMISTRASSE  8     TEL.  01/47  5°4° 


GALERIE  ROLLER 

Scci  ZURICH     R  A  M  I STRASSE  8      TEL.  ci  47504c 


Zwdlfteiliger  Service  mit  bunter  Rosenmalerei  auf  Goldtond.  Wien.  Sorgenthal-Periode. 


AUKTIONEN  MAI/JUNI  1974 


GALERIE  ROLLER 

8001  ZURICH     RAMISTRASSE  8     TEL.  01/47  5040 


Kommode  mit  Chinoiserien,  Louis  XV,  Paris,  signiert  A.  P.  JACOT 
A  TTT^TTHMrXT     A/TAT/TT  TXT  T    -r  a 


Aus  unserer  Sammlung  erlesener  Miniaturen  und  Dosen  des  18.  und  friihen  19.  Jh. 

PRE  AVIS 

IMPORTANTES  VENTES  AUX  ENCHERES 

du  24  mai  au  8  juin  1974 
EXPOSITION 

du  10  au  21  mai,  tous  les  jours  de  10.00  a  22.00  heures 
le  mardi,  21  mai,  dernier  jour  de  l'exposition,  de  10.00  a  18.00  heures. 
INVENTAIRE  D'UN  IMPORTANT  HOTEL  PARTICULIER  LAUSANNOIS. 
PARTIE  DE  L'INVENTAIRE  D'UN  CHATEAU  VAUDOIS. 
DIFFERENTES  COLLECTIONS  ET  SUCCESSIONS  CONTENANT  ENTR'AUTRE  DES  OBJETS 

DE  QUALITE  INTERNATIONALE. 

La  vente  contiendra: 

Importante  collection  de  TABLEAUX  DE  MAITRES  du  16eme  au  20eme  siecle  (Dali,  Dufy,  Pissarro,  Utrillo,  Vlaminck; 

Ecole  Hollandaise  du  17eme  siecle;  Ecole  Suisse,  etc.). 
Tres  beau  MOBILIER  FRANCAIS  des  17eme  et  18eme  siecles, 
en  partie  estampille  et  depuis  200  ans  dans  la  meme  famille. 
BONS  MEUBLES  europeens  et  rustiques  du  17eme  au  19eme  siecle. 
HORLOGES  du  16eme  au  20eme  siecle;  PENDULES  et  CARTELS.  MONTRES  DE  POCHE. 
INSTRUMENTS  SCIENTIFIQUES.  ARMES.  ETAINS. 
Tres  grande  collection  de  GRAVURES  SUISSES,  de  GRAVURES  ANCIENNES,  dont  une  serie  d'apres 

Pieter  Brueghel.  LIVRES. 

Belle  collection  de  GRAVURES  MODERNES.  dont  des  ceuvres  de  Dali,  Heckel,  Klee,  E.  L.  Kirchner,  Munch,  etc. 
PORCELAINES  et  FAYENCES  EUROPEENNES  ET  ASIATIQUES. 
JOAILLERIE.  Remarquable  collection  de  MINIATURES.  BOITES  en  or,  email  et  cristal. 
Collection  d'ARGENTERIE  des  17eme  et  18eme  siecles.  Beaux  couverts.  Bonne  argenterie  d'usage. 
VERRERIE  ancienne,  dont  differentes  pieces  greco-romaines. 
ICONES.  PEINTURES  SOUS-VERRES.  SCULPTURES.  TAPIS  DE  COLLECTION, 
Aubusson,  Perse,  Savonnerie,  etc.  TAPISSERIES. 
Rare  ensemble  d'OBJETS  D'.ART  DE  L'EXTREME-ORIENT  (Japon,  Chine,  Inde,  Tibet,  Nepal). 
Beaux  bronzes,  thangkas  et  objets  rituels  incrustes  de  pierres  precisieuses.  ART  PRECOLOMBIEN. 
Ainsi  que  beaucoup  d'autres  objets  que  nous  mettrons  en  vente  sans  limites,  au  plus  offrant  pour  le  compte  de  diverses  hoiries. 


PREAVVISO 

IMPORTANTI  VENDITE  ALL' ASTA  DI  ANTICHITJ 

dal  24  maggio  fino  al  8  giugno  1974 


VISITE  INFORMATIVE 

ogni  giorno  a  partire  dal  10  al  21  maggio,  ininterrottamente  dalle  ore  10.00  fino  alle  ore  22.00. 
Martedi,  21  maggio  —  ultimo  giorno  di  esposizione  —  dalle  ore  10.00  fino  alle  ore  18.00. 
INVENTARIO  DI  UNA  GRANDE  VILLA  PATRIZIA  DI  LAUSANNE. 
INVENTARIO  DI  UN  CASTELLO  »VAUDOIS«. 
PARECCHIE  RACCOLTE  ED  EREDITA  NAZIONALI  ed  ESTERE,  IN  PARTE  DI  VALORE  »»MUSEO«. 


Verranno  messi  all'asta: 

Importanti  PITTURE  dal  16°  al  20°  secolo.  (Dali,  Dufy,  Pissarro,  Utrillo,  Vlaminck; 
Maestri  olandesi  dal  17°  secolo  e  molti  Maestri  svizzeri). 
Meravigliosi  MOBILI  FRANCESI  dal  17°  e  dal  18°  secolo, 
in  parte  firmati  e  nella  proprieta  delle  stesse  famiglie  du  piu  di  200  anni. 
Lussuosi  OROLOGI  A  PENDOLO.  CARTELS.  OROLOGI  e  OROLOGI  DA  TASCA  dal  16°  al  19°  secolo. 

STRUMENTI  SCIENTIFICI.  ARMI.  Collezione  in  PELTRO  SVIZ2ERO  e  TEDESCO. 
Importante  raccolta  di  HELVETICA.  ARTE  GRAFICA  ANTICA.  (Collezione  di  32  incisioni  in  rame  secondo 

Pieter  Brueghel).  LIBRI. 

Grande  raccolta  di  GRAFICI  MODERNI  (Dali,  Heckel,  Klee,  E.  L.  Kirchner,  Munch,  Pechstein  ed  altri). 
PORCELLANE  EUROPEE  E  MAIOLICHE  DI  FAENZA.  CERAMICA  ASIATICA. 
GIOIELLI.  MINIATURE  rare.  SCATOLETTE  di  SMALTO. 
RACCOLTA  DI  ARGENTERIA,  tra  questa  argenteria  di  lusso  dal  17°  secolo  ed  argenteria  per  uso. 
RACCOLTA  ANTICA  di  BICCHIERI  ROMANI.  Scavi  mediterranei. 
ICONE.  QUADRI  SOTTO  VETRO.  SCULTURE.  RACCOLTA  DI  TAPPETI. 
Importante  COLLEZIONE  DI  ARTE  ASIATICA:  dal  Giappone,  dalla  Cina,  dall'India,  dal  Tibet,  dal  Nepal. 
Tra  questa  sculture,  pitture  ed  oggetti  rituali  ornati  da  pietre  preziose.  ARTE  PRECOLOMBIANA. 


GRANDE  CATALOGO  ILLUSTRATO  SU  ORDINAZIONE    sFr.  35.—.    Oltremare  sFr.  60.—. 


GALERIE  ROLLER 


8001  ZORICH     RAMISTRASSE  8     TEL.  01/47  5° 4° 


Spanischer  Meister,  Aragonien,  Region  Daroca,  Ende  15.  Jh., 
wohl  ein  Schiiler  oder  Nachfolger  des  Martin  de  Soria  (tatig  um  1471  bis  1499). 
Hohe  inkl.  Originalrahmen  135  x  83,5  cm. 


FRIEDRICH  SALZER  (1827  Heilbronn  1876). 


Oel  auf  Lwd.,  links  unten  signiert  und  datiert  Miinchen  (18)52.  55,5  x  73,5  cm. 

A  T  T 1^  T-1  T  O  T\J  V  NT    M  AT  /TTTMT  t^-^ 


GALERIE  ROLLER 

8001  ZORICH     RAMISTRASSE  8      TEL.  01/47  5° 4° 


Wandteppich.  Darstellung  des  Novembers,  aus  der  Serie  MARTI  der  12  Monate. 
Signiert  COZETTE,  datiert  1771,  Aubusson.  Nach  einer  flamischen  Vorlage.  4  x  2,25  m. 
Diesen  Gobelin  schenkte  Louis  XV  1772  dem  Erzbischof  von  Turin  anlafilich  der  Hochzeit  seines  jiingsten  Sohnes, 

des  spateren  Karl  X  mit  Maria-Adelheid  von  Savoyen. 
Zwei  weitere  Monatsdarstellungen  dieser  Serie  hangen  in  den  Empfangsraumen  des  franzosischen  Aufienministeriums. 


A  T  TTZ  TT      XT  ~C  XT    AA  A  T  /TT  TXTT  x 


THE  "FLORALIES"  SALE  1974  AT  VERSAILLES  (FRANCE) 

HOTEL  RAMEAU,  5  RUE  RAMEAU  -  Tuesday  11  June,  at  9  p.m. 

IMPORTANT  MODERN  PICTURES 

Ten  fine  works  by  GEN-PAUL 
Important  "Landscape"  and  "Flowers"  by  VALTAT 
"Still-life"  and  "Ports"  by  FRIESZ 
Important  painting  by  Raoul  DUFY:  "La  Naissance  de  Venus" 
GUILLAUMIN:  "Paysage  de  neige"  and  interesting  works  from  1871 
Maurice  DENIS:  "Nausicaa"  (1909) 


GUILLAUMIN:  "Flowers-Still-life  and  caricature  of  a  Prussian  soldier"  21J  ins  x  25|  ins. 


and  Paintings  by 

Albert  ANDRE  -  BUFFET  -  CALDER  -  CAMOIN  -  CHARRETON  -  CLEMENT 
SERVEAU  -  COSSON  -  Van  DONGEN  -  Raoul  DUFY  -  P.  DUMONT  -  d'ESPAGNAT  - 
GALIEN-LALOUE  -  GRASS-MICK  -  Celso  LAGAR  -  de  LA  SERNA  -  LAPICQUE  - 
LATAPIE  -  LEBASQUE  -  LEBOURG  -  LHOTE  -  LORJOU  -  LUCE  -  LURCAT  - 
MADELINE  -  MANE-KATZ  -  MARCH  AND  -  Henri  MARTIN  -  MONTEZIN  - 
PICASSO  -  QUIZET  -  SEYSSAUD  -  de  STAEL  -  SURVAGE  -  VASSILIEFF  -  ZADKINE 

Maitre  Georges  BLACHE  -  Auctioneer 

5  rue  Rameau  -  78000  VERSAILLES  -  Tel.  950.55.06/951.23.95 

On  View:  Friday  7,  Saturday  8,  Sunday  9  and  Monday  10  June  1974 
from  9  a.m.  to  12.30  and  2  p.m.  to  6.30.  In  the  evening:  Monday  10  June  from  9  to  11. 
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SEVRES  soft  paste  cup  and  saucer. 

Decorated  on  a  bleu  de  roi  ground  with  bands  of  gilding  and 
turquoise,  red,  green  and  white  jewel  enamelling. 
Cylindrical  cup  with  loop  handle  -  Height:  2j". 
Diameter  of  saucer:  5". 
Circa:  1787. 

Mark:  Interlaced  "L"s,  "JJ"  date  mark  and  initials  "HP" 
(Henry  Prevost). 

CHARLES  &  ANN  BAUMANN 
449  Westminster  Avenue, 
Elizabeth,  N.  J.  07208. 

212-SA  2-6586  (weekdays) 

201 -EL  4-0535  ( weekdays  and  evenings) 


Tiffany  "Dragonfly"  Lamp 

JONATHAN  JOSEPH 

COLLECTORS'  ANTIQUES  •  TIFFANY  GLASS 
46  CHARLES  ST.  (BEACON  HILL)  BOSTON,  MA.  02114 

Fine  Tiffany  wanted  at  all  times  (617)  267-8877 


1 


_ 


Two  offerings  from  our  collection  of  fine  English 
antiques: 

An  excellent  example  of  Chippendale  styling,  this 
handsome  mahogany  chair  has  been  covered  in 
brown  suede,  circa  1760.  $850.00. 

Mahogany  commode  with  inlaid  door  panels  and 
converted  lower  half  covered  in  green  tooled 
leather,  circa  1780.  $1200.00. 


A.I.D.  MEMBERS 
Louise  A.  Mendel 
Julian  DePree 
Jack  R.  Blankenburg 


1000  HAMILTON  AVE.,  LOUISVILLE,  KY.  40204  TEL(502)  587-661 1 
Members  of  The  Art  and  Antique  Dealers  League  of  America,  Inc. 


COLNAGHI'S 


LUCA  CARLEVARIS  Canvas:  48  x  63  £  ins. 

1663-1730 

Exhibition  of 

OLD  MASTER  PAINTINGS 

22nd  May  -  22nd  June 

14,  Old  Bond  Street, 
London,  W.i. 

Mon-Fri  10-5.30  pm 
Sats  10-1.0  pm 


Telephone:  01-493  1943 
Cables:  Colnaghi,  London 


WHITE  JADE 
DOUBLE  CRANE  CARVING 

Finely  Modelled  in  the  Round 
Ch'ien  Lung  Period,  A  D.  1736-1795 
5J  Inches  in  Length 


ALEXANDER  WALLEN,  INC. 

Dealers  in  Oriental  and  Continental  Arts 


SUITE    737  •  BENJAMIN    FOX  PAVILION 
JENKINTOWN,       PENNSYLVANIA  19046 
PHONE:    (215)    TUrner  6-5653 

SINGLE  ITEMS  AND  COLLECTIONS  PURCHASED 


PITT  AND  SCOTT 
OLD  HANDS 
AT  HANDLING 
OLD  MASTERS 

Experience  is  a  priceless  asset  for  any  company 
involved  in  the  packing  and  shipping  of  valuable 
works  of  art. 

And  at  Pitt  and  Scott,  we  have  more  of  it  than  most. 
Our  packers  know  how  to  prepare  a  painting  for  any 
journey  anywhere  in  the  world — how  to  protect  it 
from  shock  damage,  changes  in  humidity,  changes 

in  temperature. 
One  of  our  directors  takes  personal  responsibility  for 

each  consignment  and  removal  companies 
overseas  are  selected  and  briefed  at  director  level,  so 
that  you  can  rest  confident  that  your  shipment  will 
have  the  same  impeccable  handling  at  all  the  stages 

of  its  journey. 
Not  surprisingly,  we  are  called  upon  to  handle  the 
shipping  of  a  very  large  number  of  works  of  art — at 
our  London  depot,  we  have  thirty-five  craftsmen 
permanently  employed  in  handling  and  packing. 
So  if  you're  a  dealer,  you  should  be  using  us. 
If  you're  a  buyer,  insist  on  us. 
You'll  be  in  safe  hands. 

PITT  &  SCOn  LTD 


ANTIQUES  AND  WORKS  OF  ART 


Some  unusual  Tea  Caddies 


IN  SAFE  HANDS 


,  j-t-^j  a  Eden  Grove,  London  N7  8ED. 
MJ-f-Ud  Tel :  01  -607  7321 . 
ANTIQUES  SHIPPED  ANYWHERE  IN  SAFE  HANDS 


Rowland's  Antiques 

Route  202  -  Route  413 
Buckingham,  Bucks  County,  PA.  18912 
Telephone:  (215)  794-7611 

Member  of  The  National  Antique  and 
Art  Dealers'  Association  of  America,  Inc. 
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Christie's 


Thursday,  June  6th 


Nineteen  Printed  Books  1459-1501  and  Two  Illuminated  Manuscripts 
from  the  Chatsworth  Library 

Sold  by  Order  of  the  Trustees  of  the  Chatsworth  Settlement. 


m 


Pi 


I 


^  Vmmacim  exera pbilofopbia  non  efbipfa  de  ficu  orbif  craclacio  q  utiIif(jEc" 
^3  q  aucorefacngerunc  dc  Geograpbia.  4Quod  Homcrufpaflim  fuo  in  carmie 
orbif  defcripcione  fjc  ufuf. cut  cc  Occanuf  fie  cognicuHcc  mare  mediccrrancum. 
AJiofpoftHomcru  aurorcffuiffedc  fitu  orbiffcribcncef.ee  locoru  cognino  punlif 
ecpnuanm  et  publtcead  pcriciam  ec  prudcnciam  comparanda.ee  que  ad  illadicere 
finrneceffana.  Aucore  ipfumno  cfTe  accufandu  fi  de  iiffcribucidcqbufaliiporcfs 
cum  poftcriufmulca  ad  nociciam  peruencrinc^quc  pnonbuf  crane  mcogmca. 
Concra  Eracoftbcnem  :de  poecif  mala  fencicccm.ee  Iauf  magna  poccicc.precipuc  de 
poefi  Homen.  q  uana  fie  ucilicaf  quanca  locorum  noci«a:ecucncorum.  (TConcra 
falfo  uel  mcompofice  fencicnrcfucl  inccr  fe  difcordcf  probaciocf  cc  argumenca-qbuf 
aucor  uenfimiliccr  indicapcj  multifin  parcibuf  ccrra  ec  marc  inuicem  pcrmucate  accp 
cranfpoficcfunc 

I  ad  pbilofopbum  alia  pcrtineat  ulla  cractacio^ecbancqua  boc 
cepore  deficu  orbifdclegimu^confydcrandam  illi effe pucamuf. 
Quod  dure  noftra  minime  uibpendeda  fic  cfhmacio  per  mulca 
dectaracur.  Nam  qui  ea  pnnu  arnngerc  confifi  fucranc-ralcf  ex/ 
ciccrc.  Homcruf  Anaximadcr  Milefiuf  HccaceufccniuifciuOuc 
inqcEracorcbencf.Dcmocncuf.  Eudoxuf  Diccarcbuf  Epboruf. 
Aliiq;  copluref.Poffc  bof  ccia  Eraroftbcncf.  Pol/biuf.  Pofidoiuf 
tun  pbifolbpbi.MuIca  ucro  difciplina:per  quam  ad  boc  opuf  peruemri  poc:nulliuf 
alcenuf  etc:nifi  eiuf  qui  diuma  cc  bumana  ualcac  incucri.  Quoit  fcicnanvpbilofopbia 
effe  dicunc.  Eode  modo  uana  eft  uulicaHqucda  ad  rcf  urbanaf.aifhoncfqi  pnnapu. 
No  nulla  ad  cclefriumccrreitrium  rcrumq:  mancimarum  fciceiam:aimaliu  p'aca^: 
rru(fruum:ec  aliorum:quepcnefuniucrfofcernerefafcfi;.Hcc  cudcdcfignac  noifm: 
quiarccfuicc^ac  bcacicudincnvcura  cccogicacionc  complcclicur  Ex  iifaurem  que 
dicta  (unc^unum  juodq:  af(umcncef:magif  adbuc  conf/dcrcmuf.  In  p^imifquia  cc 
noHec  maiorcfnoftri-rccflcfumufarbicraci.Ex  quibuf  bipparcbufeftq  Homcrum 
buiuf  penac  pnmanum  aucorc  cflc  cradidtc  If  non  folu  untucrfofprioicfiac  poflc/ 
riorcfuircucc  poecica  fuperauic.  Scd  cnam  ipfa  fcrmcrcrum  ciuiliuimqucad  uicam 
fpeclranc  experientia.Ex  qua  no  modo  fmgularc:ad  refgerendaf  ftudiu  adbibuic: 
ut  pIurtmafcognofcerce:cognicafcp  pofrmfcradcrcc:ucrumcciam  cc  lingular  paraii 
locoPctquipcr  cuncTum  orbenv  cerram  uidcliccc  babirabilcm  ac  mare  func.  Non 
enim  ad  exrremof ufq-  ipfiufccrminof pcrucmflcc  mcmona  circunlufrranl.  Ncc  ipfa 
primum  quidem  ab  Occanoallucam^ficuc  eft  dcmofcraflec.dcindc  pleraq:  loca  no/ 
minacim  cxpreflic.  Nonulta  ucro  figrufquibufdam  occulciuf  infinuauic.  A.fricam  et 
Ecbiopiam.cc  S/doniof  aErcmboOquof  \rabef  Trogfod/cafboc  cfe  caucmarum 
incolaf  mre  dixcrif  ucrbif  eloquueuf  eft.  Qui  ucro  ad  orcuf;  cc  occafuf  pernncrenc: 
obfcuriuf  fignificauicrqui  a(luaneurOccano.A.b  boc  cnimoncncemfolc:eciri  bunc 
occidcnccm  facie,  panccr  cc  feellaf. 
Indc  recenfradiifiam  fol  p.-rcuflcrat  arua. 
Occam  bnraf  diet  prefugerac  undaf- 
Incidic  Occano  lux  fulgcncifiimd  foIif; 
Nigrancem  noifrcwct  madidancia  r/dera  ducenf. 

ExOceanouidelicctdiar.EoruecwmquiOccafum  incolunc:morcaliu  feltatdccm 


Strabo:  Geographia,  first  edition,  folio,  Rome, 
Sweynheym  &  Pannartz  (1469). 
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Christie's 


Thursday,  June  6th 


AENE- 

M-ino&iuum  Ante  idos  librum. 
drgumentum. 

V  nepdrdt o&tuobclliim^uoftmttTtt inhoftes. 
D  dtbelh  fi  vnum  Ldurenti  Turnus  db  dree. 
M  ittitur  et  tnagni  V  cnulusViomcdis  dd  urbemj 
Qjti  tpetat  duxilium \et  doccdt quee  aCuftpetendi. 
A  eneds  diuum  monitis  ddxtKrcidd  regew, 
E  Udndrum  Aratdid  profagumnoud  regndpetentb 
A  or  pit  dnxiliumjnuic  natum,et  focid  dgrmnd  iungt 
E  Udnder.Vdilds fitis  comes  ibdtiniquif, 
I  dmc[;  hdbilis  bcllo,et  maternis  l&tus  in  drmis, 
I  dto'cpfirtuMsty  ducum,atji<sq;fiorum 
S  orntusdypco,d.iuindintentus  indrteefl' 


^.V.M.A  ENEIDO  S  LIBER 
OCTAVVS. 


T  belli  fignum  l*durenn  Turnus 
dbdrce 

E  xtulit,  et  Yduco  jlrepuerunt  cor 
nudctntu, 

V  tcp  dcrevs  cocnjfit  ecpioSyUfy 
impulit  drma, 
E  xtemploturbdtidnitmfimulomnetutwiltu 
C  oniurdttrepido  T^dtiumfauitfyiumntus 
E  ffird.Vuclvres  pritmMefdpus  ,etV  fins, 
C  ontempforc^deumiAezentius,undi(\i  cuovnt 
A  uxilid,et  Utos  Udjhtnt  eultvribHs  dgros; 
M  ittitur  et  ma  gni  V  emlus  Diomedis  dd  Vrbem, 

Qj*i  petat 


Virgil:  Opera,  on  vellum,  8vo.,  Venice  Aldus  1501. 


ZffirJl^^^^^^  °ur  L°"d°»  ^  13.70 postpaid, 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 


Wednesday,  May  15th 


Important  Jewels 

The  Properties  of  The  Hon.  Mrs.  Bromley-Martin,  Major  Martin  Gibbs, 

Anne,  Lady  Macdonald,  Colonel  A.  H.  N.  Reade,  The  Lady  Vansittart, 

The  late  Lady  Patricia  Ramsay,  V.A.,  C.I.,  The  late  Mrs.  Hester  Sassoon,  and  others. 


Antique  diamond  necklace  and  a  diamond  bow  brooch. 


Catalogue  (IS  plates,  including  I  in  colour)  available  from  our  London  Office,  price  53p.  post  paid, 
or  from  our  New  York  Office  §1.50  post  paid. 

AD  sales  subject  to  the  conditions  printed  in  the  catalogues. 


hristie's 


Friday,  May  17th 


'aintings,  Drawings,  Bronzes  and  Prints, 
articularly  of  American,  Australian, 
Canadian,  New  Zealand  and  South 
African  interest. 

he  Properties  of 
/Irs.  Hugh  Chisholm 
/Irs.  P.  G.  Holliwell 
,ady  Nye 

^he  late  Lady  Courthope 

The  late  Dame  Adelaide  Livingstone 

ind  others. 


k>  w  *j 


Indian  brave  on  horseback,  by 
Cyrus  Edwin  Dallin,  A.N. A., 
signed  and  dated  1899,  bronze, 
17in.  high. 


The  Soda  Fountain,  by  Norman  Rockwell, 
signed  and  dedicated  'to  my  young 
friend  Marjory  from  her  old  friend', 
oil  on  card,  1 1  fin.  by  1 1  in. 


Catalogue  (40  plates)  available  from  our  London  Office,  price  £1.15  post  paid,  or  from  our  New  York 
Office,  price  §3.00  post  paid. 


All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Thursday,  June  6th  and 
Friday,  June  7th 


Fine  Pictures  by 
Old  Masters 

The  Properties  of 
Countess  Guy  de  Portales 
The  Hon.  George  Spencer 
Baron  Philippe  Tournay  d'Asten 
The  late  Sir  Bruce  Ingram 
The  late  Otto  Lanz  of  Amsterdam 
The  late  H.  E.  Megaw 
and  others 


1  j? 


A  spaniel,  by  Simon  de  Vos, 
signed  on  panel,  1 1  in.  by  Sin. 


Italianate  wooded  landscape,  with 
cattle  and  riders  by  a  river, 
by  Cornelis  van  Swanenburgh, 
signed,  23in.  by  28-Jin. 


Catalogue  (55  plates)  available  from  our  London  Office,  price  £1.50  post  paid,  or  from  our  New  York 
Office,  price  %4.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 

Forthcoming  Sales 


MAY/JUNE  1974 


Sales  begin  at  11  a.m.  precisely,  unless  otherwise  stated  and  are  subject 
to  the  conditions  printed  in  the  catalogues.  Those  sending  Commissions 
or  making  enquiries  should  refer  to  the  sale  code  name  which  is  in  brackets 
after  each  sale. 


APRIL 

Tuesday  30th  and  Wednesday  1st 
Primitive  Art  and  Antiquities  (Nike) 

MAY 

Wednesday  1st  at  10.30  a.m. 
Victorian  Staffordshire  Portrait  Figures, 
Pot-Lids  and  Fairings  (Strasbourg) 
Thursday  2nd  at  1 1  a.m.  and  2.30  p.m. 
English  and  Continental  Furniture,  Objects 
of  Art,  Eastern  Rugs  and  Carpets  (Crace) 
Friday  3rd  at  10.30  a.m. 
Fine  Pictures  by  Old  Masters  (Rosemary) 
Monday  6th 

Fine  English  Pottery  (Cream) 

Monday  6th  at  10.30  a.m. 

Oriental  Ceramics  and  Works  of  Art  (Peking) 

Tuesday  7th  at  10.30  a.m. 

Old  Master  and  Modern  Prints  (Vladimir) 

Tuesday  7th 

Fine  Miniatures,  Gold  Boxes,  Enamels  and 
Objects  of  Vertu  (Cormorant) 
Wednesday  8th 

Modern  Sporting  Guns  and  Vintage  Firearms 
(Collier) 

Wednesday  8th  at  10.30  a.m. 

Valuable  Natural  History  Books,  Travel  and 

Atlases  (Camellia) 

Thursday  9th  at  11  a.m.  and  2.30  p.m. 
Fine  English  Furniture,  Objects  of  Art, 
Eastern  Rugs  and  Carpets  (Crow) 
Thursday  9th 

'End  of  Bin'  Sale  of  Miscellaneous  Wines, 

Spirits  and  Cigars  (Tinta) 

Thursday  9th  at  2.30  p.m.  and  Friday  10th 

Modern  British  Paintings,  Drawings  and 

Sculpture  (Marigold) 

Monday  13th  at  10.30  a.m. 

English  Porcelain  (Minton) 


Tuesday  14th  at  10.30  a.m.  and  2.30  p.m. 
Japanese  Works  of  Art  (Amma) 
Tuesday  14th  at  10.30  a.m. 
Fine  Icons  (Demetrios) 
Wednesday  15th  at  10.30  a.m. 
English  and  Foreign  Silver  (Newton) 
Wednesday  15th 
Important  Jewels  (Peruzzi) 
Thursday  16th  at  11  a.m.  and  2.30  p.m. 
English  and  Continental  Furniture,  Objects 
of  Art  Eastern  Rugs  and  Carpets  (Darke) 
Thursday  16th 

Fine  Wine  Mainly  from  Private  Cellars 

(Laguiche) 

Friday  17th  at  10.30  a.m. 

Paintings,  Drawings,  Bronzes  and  Prints 

particularly  of  American,  Australian, 

Canadian,  New  Zealand  and  South  African 

Interest  (Cherry) 

Monday  20th  at  10.30  a.m. 

Chinese  Ceramics  and  Works  of  Art 

(Manchu) 

Tuesday  21st  at  10.30  a.m. 

English  and  Continental  Glass  (Whistler) 

Tuesday  21st  at  10.30  a.m. 

English  Drawings  and  Watercolours  (Basil) 

Wednesday  22nd 

Fine  English  Silver  (Oulton) 

Wednesday  22nd  at  10.30  a.m.  and  2.30  p.m. 

A  Ducal  Library  removed  from  the 

Continent  (Duke) 

Thursday  23rd  at  10.30  a.m. 

English  and  Continental,  Oak 

Pewter  and  Metalwork  (Float) 

Thursday  23rd 

Claret  and  White  Bordeaux  (Pichon) 
Thursday  23rd  at  2.30  p.m.  and  Friday  24th 
at  10.30  a.m. 

Pictures  by  Old  Masters  (Daisy) 


BANK  HOLIDAY 

Wednesday  29th 

Fine  Jewels  (Morisson) 

Thursday  30th 

Fine  Continental  Furniture,  Objects  of  Art, 
Eastern  Rugs  and  Carpets  (Elliott) 

Thursday  30th  at  2.30  p.m.  and  Friday  31st 
English  and  Continental  Pictures  of  the 
19th  and  20th  Centuries  (Iris) 

JUNE 
Monday  3rd 

Fine  Continental  Porcelain  (Mennecy) 
Monday  3rd  at  11  a.m.  and  2.30  p.m. 
Fine  Chinese  Snuff-bottles,  Jades  and  other 
Hardstone  Carvings  (Stella) 

Tuesday  4th  at  10.30  a.m. 

Indian,  Tibetan,  Nepalese  Sculpture  and 

Islamic  Works  of  Art  (Soma) 

Tuesday  4th  at  10.30  a.m. 
Important  English  Drawings  and 
Watercolours  (Tobias) 

Wednesday  5th 

English  and  Foreign  Silver  (Partis) 
Wednesday  5th 
Arms  and  Armour  (Colt) 
Thursday  6th 

English  and  Continental  Furniture,  Objects 
of  Art,  Eastern  Rugs  and  Carpets  (Garth) 
Thursday  6th 

19  Printed  Books,  1459-1501,  and  2 
Illuminated  Manuscripts  from  the  Chatsworth 
Library  (Chatsworth) 
Thursday  6th 

Sale  of  Wine  Lying  Overseas  offered  F.O.B. 

(Bacalan) 

Thursday  6th  at  2.30  p.m.  and  Friday  7th 
Fine  Pictures  by  Old  Masters  (Camilla) 


SALES  OVERSEAS 

In  Switzerland  At  the  Hotel  Richemond,  Geneva 

Monday,  April  29th  at  3  p.m. 

Art  Nouveau  and  Art  Deco  (Cameo) 

Monday,  April  29th  at  8  p.m. 

Charity  Sale  of  Manuscripts  and  Autographs  in  aid  of  the 

Foundation  Clair-Bois,  Geneva 

Tuesday,  April  30th  at  10.30  a.m.  and  3  p.m. 

Objects  of  Art  and  Vertu,  Fine  Fans,  Decorative  Jewellery  and 

Gold  Wares  (Siam) 

Tuesday,  April  30th  at  8  p.m. 

Fine  and  Rare  Wines  in  association  with  Pierre  Vallade, 

Geneva  (Fendant) 

Wednesday,  May  1st  at  10.30  a.m. 

Fine  European  Silver  (Liege) 

Wednesday,  May  1st  at  3  p.m. 

Fine  Russian  Silver,  Niello  and  Enamels  (Perchin) 

Wednesday,  May  1st  at  8  p.m. 

Highly  Important  Works  of  Art  by  Carl  Faberge  (Perchin) 
Thursday,  May  2nd  at  10  a.m.,  3  p.m.  and  8  p.m. 
Magnificent  Jewels  (Cullinan) 

In  Canada  At  the  Ritz  Carlton  Hotel,  Montreal 
Friday,  May  3rd  at  8  p.m. 

Paintings,  Watercolours,  Drawings  and  Prints  by  Canadian 
Artists  (Cancan) 

In  Spain  At  the  Palace  Hotel,  Madrid 
Thursday,  May  16th  and  Friday,  May  17th  at  8  p.m. 
Paintings,  Drawings,  Porcelain,  Furniture,  Silver  and  Objects 
of  Vertu  (Rejita) 

In  Italy  At  the  Grand  Hotel,  Rome 

Monday,  May  20th  at  4  p.m.  and  9  p.m. 

A  Fine  Collection  of  Jades,  Hardstones  and  Oriental  Ivories 

(Leone) 


Tuesday,  May  21st  at  5  p.m. 
Pictures  by  Old  Masters  (Sistina) 

Tuesday,  May  21st  at  9.30  p.m. 
Contemporary  Art  (Sistina) 

In  America  At  Wings  and  Wheels  over  Texas,  Arlington 
Sunday,  May  26th  at  10.30  a.m. 

Antique  and  Classic  Cars  from  the  James  C.  Leake  Collection 
(Leake) 

ENGLISH-SPEAKING  UNION 

On  Wednesday,  May  8th  from  6.30  p.m.  to  8.30  p.m.,  there  will 
be  a  reception  at  Christie's  on  behalf  of  the  English-Speaking 
Union  Educational  Trust.  Works  of  art  from  forthcoming  sales 
will  be  on  view  and  Mr.  Hugo  Morley-Fletcher,  a  Director  of 
Christie's  will  give  a  talk  on  the  work  of  Christie's  and  on 
porcelain.  Tickets,  £4  each  to  include  wine  and  light  refreshments, 
are  obtainable  only  from  The  Secretary,  Hospitality  Council, 
The  English-Speaking  Union,  37  Charles  Street,  London  W1X  8AB. 
Cheques  and  postal  orders  should  be  made  payable  to  the 
English-Speaking  Union. 

PREVIEW  IN  AID  OF  THE  NATIONAL  BOOK  LEAGUE 
APPEAL 

Christie's  will  be  holding  an  evening  view  on  Tuesday,  May  14th 
of  books  and  illuminated  manuscripts  from  the  Chatsworth 
Library  which  will  be  sold  on  June  6th.  The  view,  which  will  be  in 
aid  of  the  National  Book  League  Appeal  will  last  from  6  p.m.  to 
8  p.m.  and  applications  for  tickets  (price  £3.00  including  wine 
buffet)  should  be  made  to :  Martyn  Goff,  Director  National  Book 
League,  7  Albemarle  Street,  London  Wl.  All  the  books  were  printed 
between  1459  and  1501  and  the  2  illuminated  manuscripts  include 
Geoffrey  Chaucer's  'Canterbury  Tales',  c.  1440-50. 


Our  representatives  in  America:  California:  Barbara  Roberts  Associates  Inc. 

New  York:  Perry  T.  Rathbone,  Christopher  Burge,  David  Hall  450  North  Roxbury  Drive,  Beverly  Hills, 

867  Madison  Avenue.  New  York.  N.Y.  10021.  Tel:  (212)744.4017.  rfc^Lri      n      ,   w  n  AJAfXiH 

Telex:  New  York  620721.  Cables:  Chriswoods.  N.  Y.  Tel:         273.0550.  Telex:  Beverly  Hills  674858. 


Telephone:  (oi)  839  9060    Telex:  916429 
8  King  Street  St  James's  London  SWlY  6QT       Telegrams:  Christian  London  swi 


Small  Sheraton  sideboard  in  faded  Mahogany, 
54"  x  23f  x  35±"  High 


Antiques  Fair 


THE  DORKING  HALLS 

DORKING 

W  E  D  N  E  S  D AY-S ATU R D AY 

MAY  29— JUNE  1 

11  am  —  9  pm  daily 

Now  in  its  Sixth  Year 


u.lso  Greensboro,  North  Carolina  and 335  Worth  Ave.,  Palm  Beach,  Florida 
Member  A.I.D.- l.D.D.A. -Complete  Decorating  Service 


SPRING  EXHIBITION 
FINE  OLD  MASTER  PAINTINGS 


Daily  10  a.m. -6  p.m.  1  7th  May -June  29th  1974  Saturdays  io  a.m.  -  i  p.i 


JAN  VAN  KESSEL  (1626-1679)  On  Copper  panel :  1 H  x  14J  inches  (29.2  x  36.9  cm) 


LEONARD  KOETSER  GALLERY 

13  Duke  Street,  St.  James's,  London,  SWiY  6DB 

Telephone:  01-930  9348/9 

Exhibition  catalogue  ^1.50  including  postage  (USA  S7.00  air  mail) 


VORTICISM 

and  its  allies 


Wyndham  Lewis  Jacob  Epstein 
Gaudier-Brzeska  David  Bomberg 


at  the 


Hayward  Gallery 

Weekdays  IO-8 
Saturdays  IO-6  Sundays  12-6 

until  2  June 

Admission  40p 
(lOp  all  day  Mon  and  6-8Tues-Fri) 

Admits  also  to  Diane  Arbus 
(U.S.  photographer)  until  2  June 

and  French  Popular  Imagery 
(prints  of  16th  -19th  centuries) 
until  27  May. 

Arts  Council  of  Great  Britain  A 


Suggestions  from  our  large  stock  of 

CHINESE  SNUFF  BOTTLES 

White  Jade,  very  fine  quality,  with  beautiful  poem  carved  on  the  obverse, 
a  single  Lotus  on  the  reverse.  Malachite  collared  Coral  stopper. 
Height  without  stand.  3".  18th  to  early  19th  century. 
Reticulated  Porcelain  with  turquoise  glaze.  Yellow  collared  carved  Coral 
stopper  with  Turquoise  knop.  Height  without  stand.  2j".  19th  century. 
Early  fine  quality  Yellow  Jade.  Jet  collared  Rose  Quartz  stopper 
with  Turquoise  knop.  Height  without  stand,  3". 

ORIENTAL  ANTIQUITIES  AND  WORKS  OF  ART 

140  Cassell  Road,  Mainland,  Pennsylvania  19451 
(19  ml.  from  Phila.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.  Phone  (215)  723-3949 


When  in  Montreal 
Visit:  Dominion  Gallery 

THE  DOMINION  GALLERY  WITH  Rodin's  "Burgher  of  Calais"  and  Henry  Moore' 
"Upright  Motive"  in  front  of  its  buildings  has  17  rooms  on  4  floors 
SCULPTURES  BY 


Alexander  Archipenko.  1887-1964 
"Melancohe"  1925 
Bronze,  9j"  x  5£"  x  7" 


PAINTINGS  BY: 

AIZPIRI 
ANDREWS,  G. 
BAUER 

BELLOWS.  A.  F. 
BEZOMBES 
BOSBOOM 
BOSCH 

BREANSKI.  DE 
BRIANCHON 
BROWN.  M. 
BUNDY,  E. 
CAMERON 
♦♦CAMPIGLI 
CARR 
CASSINARI 


CHAPELAIN- 

MIDY 
COURBET.  C 
DAWSON,  r~ 
DERAIN 
DUFY 

♦EDZARD 
FANTIN-LAT 
FEDERICO 
FOUJITA 

♦FREIMAN.  L. 

♦GALL 

♦GOMERY 
GUILLEMET 
HALS.  DIRK 
HARPIGNIES 


•♦More  than  ten  works 


Great  European  Artists 
18th  and  20th  Century 

Old  Masters 
185  Canadian  Artists 


ARCHIPENKO 
*  A  R  P 

•BARELIER 

BUGATTI 
♦CESAR 
♦CHADWICK 
♦COUTURIER 
♦ETROG 
♦FARKAS 
♦FAZZINI 

GARGALLO 
♦GRECO 

HAJEK 
♦KENNEDY 
♦MAILLOL 

MANZU 


HEEM,  J.  D.  DE 

HITCHENS 

KRIEGHOFF 

LAVERY 

LEPINE 

LUNY.  W. 
♦MAHDY 

MANE-KATZ 
♦MANZU 
♦MARINI 

MARCHAND.  A 

MARLOW.  W. 

MARTIN-FER. 
♦MATHIEU 

MOMPER.  F.  DE 

MONTICELLI 

♦More  th 


MARINI 
♦MATTHEWS 
♦MINGUZZI 

MIRKO 
♦MOORE 
•NEGRI 
♦PAOLOZZI 

REDER 
♦RODIN 
♦ROUSSIL 
♦SCHLEEH 
♦SCHRECK 

SUZOR-COTE 
♦WINANT 

ZADKINE 

and  others 


♦MORRICE 

NETCHER.  C. 

OS.  JAN  VAN 
'♦OUDOT 

RIOPELLE 

ROYBET,  F. 

SIMON.  T.  F. 

TERECHKOVITCH 

THARRATS 

UNTERBERGER 
'♦VILALLONGA 

VICKERS 

WALTERS,  G.  S. 

WAROQUIER 

ZADKINE 
and  400  others 
an  five  works 


CANADA'S  LARGEST  SELECTION 
OF  FINE  PAINTINGS  AND  SCULPTURE 


IN  CANADA'S  LARGEST  ART-DEALER  GALLERY 
1438  Sherbrooke  West  Montreal 
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Sotheby  Parke  Bemet  newyork 

980  Madison  Avenue,  New  York,  NY.  10021    Telephone:  (212)  S79-8300    Telegrams:  Parkgal,  New  York 

Thursday,  23  rd  May,  at  8  pm 


IMPORTANT  EIGHTEENTH  TO  TWENTIETH  CENTURY 

AMERICAN  PAINTINGS 

On  view  from  Friday,  17th  May 


Ralph  Earl,  Portrait  of  Sarah  McCitrdy  Channing  and  her  son,  Henry  William  Charming,  of  New  London, 

c.  1792-3,  32  by  42  inches 


Profusely  illustrated  catalogue  S5  (by  mail  S6) 
Catalogues  also  available  from  Sotheby  Parke  Bemet,  Los  Angeles,  Sotheby  Parke  Bemet,  34-35  New  Bond  Street,  London  Wi  A  2AA  and  from 
representatives  in  Amsterdam,  Boston,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Milan,  Munich,  Paris,  Zurich,  Toronto  and  Melbourne 


Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone:  (212)  879-8300    Telegrams:  Parkgal,  New  York 

Thursday,  23rd  May,  at  8  pin 


John  Mix  Stanley,  Hunters  and  Traders,  signed  and  dated  1862,  25  by  30  inches 
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Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  879-8300    Telegrams:  Parkgal,  New  York 

Thursday,  23rd  May,  at  8  pm 


Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone:  (212)  879-8300    Telegrams:  Parkgal,  New  York 

Tuesday,  4th  June,  at  2  pm 


HIGHLY  IMPORTANT  ENGLISH 
SILVER  BY  PAUL  DE  LAMERIE 
AND  OTHER  MAKERS 

property  from  a  distinguished  New  York  private 
Collection  including  an  interesting  group  of 
1 8th  century  English  miniature  silver 

On  view  from  Wednesday,  29th  May 
(closed  on  1st  June) 


The  Beaufort  basket  by  Paul  dc  Lamcric,  London  1740, 
1 4 A  inches  long 


One  of  a  set  of  four  table  candlesticks  by  Paul  dc  Lamerie, 
London  1739,  8]  inches  high 


The  Tredegar  cup  and  cover  by  Paul  de  Lamerie,  London  1739, 
13  J  inches  high 


One  of  a  pair  of  sauce  boats  and  stands  by  Paul  dc  Lamerie, 
London  1733/39,  9f  inches  long 


Illustrated  catalogue  $5  (by  mail  S6.50) 

Catalogues  also  available  from  Sotheby  Parke  Bernet,  Los  Angeles,  Sotheby  Parke  Bernet,  34-35  New  Bond  Street,  London  Wi  A  2AA,  and  from 
representatives  in  Amsterdam,  Boston,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Milan,  Munich,  Paris,  Zurich,  Toronto  and  Melbourne 


Sotheby  Parke  Bernet  new  york 

980  Madison  Avenue,  New  York,  N.Y.  1002 1    Telephone:  (212)  879-8300    Telegrams:  Parkgal,  New  York 

Thursday,  20th  June,  at  2  pm 


FINE  AND  IMPORTANT 
EUROPEAN  CERAMICS 


On  view  from  Thursday,  13  d!  June 


A  brilliantly  coloured  Bow  figure  of  a  South  American  parrot,  c.  1760 


An  important  Meissen  chinoiserie  tankard  with 
original  porcelain  cover,  c.  1725 


Two  silver-mounted  St.  Cloud  bonbonnieres,  c.  17 SO 


Illustrated  catalogue  S4  (by  mail  S5) 
Catalogues  also  available  from  Sotheby  Parke  Bernet,  Los  Angeles,  Sotheby  Parke  Bernet,  34-35  New  Bond  Street,  London  Wi  A  2AA 
and  from  representatives  in  Amsterdam,  Boston,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Milan,  Munich,  Paris,  Zurich,  Toronto  and  Melbourne 


Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone:  (21?)  879-8300    Telegrams:  Parkgal,  New  York 
Friday,  17th  May  and  the  following  day,  at  10.15  am  and  2  pm 


RUSSIAN  WORKS  OF  ART 

including  icons,  porcelain,  silver,  enamels,  works  of  art  by  Carl  Faberge 
and  other  objects  of  vcrtu 

On  view  from  Saturday,  nth  May 


An  extremely  important  and  rare  Russian  icon  of  the  Archangel  Michael, 
13  th  century,  2o|  by  12  inches 


Illustrated  catalogue  S6  (by  mail  SS) 

Catalogues  also  available  from  Sotheby  Parke  Bernet,  Los  Angeles,  Sotheby  Parke  Bernet,  34-35  New  Bond  Street,  London  Wi  A  2AA  and  from 
representatives  in  Amsterdam,  Boston,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Milan,  Munich,  Paris,  Zurich,  Toronto  and  Melbourne 


Sotheby's 


(Sothcby  Parke  Bcmet,  New  York) 


will  hold  the  following  sales  in  May 

ON  VIEW  AT  LEAST  TWO  DAYS  PRIOR       ALL  CATALOGUES  POST  FREE 


Wednesday,  1st  May,  at  10.30  am 
Fine  Wines,  Spirits  and 
Vintage  Port 

Wednesday,  1  st  May,  at  10.30  am 
Modern  British  Drawings, 
Paintings  and  Sculpture 

Wednesday,  1st  May,  at  II  am 
Good  Japanese  Sword  Fittings 

from  the  Henri  Vever  Collection— 
Part  V 

Wednesday,  1st  May,  at  11  am, 
at  Belgravia 

English  and  Continental 
Furniture,  Bronzes,  Papier  Muche 
and  other  Works  of  Art,  1830-1930 

Thursday,  2nd  May,  at  11  am 
Fine  French  Paperweights 

Thursday,  2nd  May,  at  II  am, 
at  Belgravia 

English  and  Foreign  Silver  and 
Plated  Wares,  1825-1940 

Friday,  3rd  May,  at  11  am 
English  Furniture  and  Rugs 
and  Carpets 

Monday,  6th  May,  and  following 
day,  at  11  am 
Printed  Books 

Tuesday,  7th  May,  at  10.30  am 
Chinese  Ch'ing  Porcelain 

Tuesday,  7th  May,  at  1 1  am, 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 

Wednesday,  8th  May,  at  11  am 
Old  Master  Paintings 

Thursday,  9th  May,  at  11  am, 
at  Belgravia 

Pot  Lids,  Staffordshire  Portrait 
Figures  and  Wares  and  Goss 


Thursday,  9th  May,  at  11  am 
Important  English  and  Foreign 
Silver  and  Plate 

Friday,  10th  May,  at  II  am 
Continental  Furniture,  Works  of 
Art  and  Rugs  and  Carpets 

Monday,  13th  May,  and  following 
day,  at  1 1  am 

Printed  Books  and  Atlases 

Monday,  13th  May,  at  2.30  pm 
Good  Greek  and  Russian  Icons, 
Highly  Important  Russian 
Cloisonne  Enamels  and  Works  of 
Art  by  Carl  Faberge 

Tuesday,  14th  May,  at  11  am 
Fine  English  Porcelain 

Tuesday,  14th  May,  at  11  am, 
at  Belgravia 

Topographical  Paintings, 
Watercolours,  Drawings  and 
Prints 

Wednesday,  15th  May,  at  10.30  am 
Ancient  English  and  Foreign 
Coins 

Wednesday,  15th  May,  at  10.30  am 
Fine  and  Rare  Wines,  Spirits, 
Vintage  Port  and  Collectors' 
Items 

Wednesday,  15th  May,  at  11  am 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English 
Paintings 

Wednesday,  15th  May,  at  11  am, 
at  Belgravia 

English  and  Continental 
Furniture,  Clocks,  Bronzes, 
Textiles  and  Works  of  Art, 
1830-1930 

Thursday,  16th  May,  at  10.30  am 
Fine  Jewels 

Thursday,  16th  May,  at  n  am 
English  and  Foreign  Silver  and 
Plate 


Thursday,  16th  May,  at  I  pin 
at  1 1 5  Chancery  Lane 
London  WC2A  iPX 
(Hodgson's  Rooms) 
Valuable  Printed  Books  and 
Manuscripts  of  the  Fifteenth  to 
the  Eighteenth  Century 

Friday,  17th  May,  at  11  am 
English  Furniture,  Barometers 
and  Rugs  and  Carpets 

Monday,  20th  May,  at  1 1  am 
Clocks,  Watches  and  Scientific 
Instruments 

Monday,  20th  May,  and  following 
day,  at  11  am 
Printed  Books 

Monday,  20th  May,  at  1 1  am 
English  and  Continental 
Miniatures  and  Objects  of  Vertu 

Monday,  20th  May,  at  2.30  pm 
Antiquities 

Tuesday,  21st  May,  at  10.30  am 
The  Antique  Sporting  Gun 
Collection  (Gewehrkammer) 
of  the  Counts  von  Geich 

Tuesday,  21st  May,  at  11.45  am 
Modern  Sporting  Guns  and  Rifles, 
Antique  Firearms,  Armour  and 
Edged  Weapons 

Tuesday,  21st  May,  at  1 1  am 
English  and  Continental 
Porcelain 

Tuesday,  21st  May,  at  1 1  am, 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 

Wednesday,  22nd  May,  at  11  am 
Netsuke  and  Inro 

Wednesday,  22nd  May,  at  1 1  am 
Old  Master  Paintings 


Thursday,  23rd  May,  at  1 1  am 
Fine  English  and  Foreign  Silver 
and  Plate 

Thursday,  23rd  May,  at  II  am  and 

2.30  pm,  at  Belgravia 

Oriental  Ivories  and  Works  of  Art 

Thursday,  23rd  May,  at  2.30  pm 
A  Fine  Collection  of  Gothic  and 
Renaissance  Wood  Carvings 
and  Caskets 

Thursday,  23rd  May,  at  3.45  pm 
A  Distinguished  Collection  of 
Small  Baroque  Wood  Carvings 

Friday,  24th  May,  at  1 1  am 
Oak  Furniture 

Tuesday,  28th  May,  at  10.30  am 
Early  Chinese  and  South  East 
Asian  Ceramics 

Wednesday,  29th  May,  at  1 1  am 
Impressionist  and  Modern 
Paintings,  Drawings  and 
Watercolours 

Wednesday,  29th  May,  at  11  am 
Japanese  Swords  and  Sword 
Fittings 

Thursday,  30th  May,  at  II  am 
Good  Ballet  Material 

Thursday,  30th  May,  at  II  am, 
at  Belgravia 

English  and  Foreign  Silver  and 
Plated  Wares  and  Objects  of 
Vertu,  1825-1940 

Thursday,  30th  May,  at  11  am 

Old  Master  Engravings,  Etchings 

and  Woodcuts 

Friday,  31st  May,  at  1 1  am 
Oak  Furniture,  Tapestries, 
Needlework  Pictures  and  Rugs 
and  Carpets 


LONDON 

Sotheby  &  Co.,  34-35  New  Bond  Street, 
London  Wi  A  2AA 
Telephone:  01-493  8080 
Telex:  London  24454 
Telegrams:  Abinitio,  London 

Sotheby's  Belgravia,  19  Motconib  Street, 
London  SW1X8LB 
Telephone:  01-235  4311 
Telex:  London  24454 
Telegrams:  Gavel,  London 

Sotheby  &  Co.,  115  Chancery  Lane, 
London  WC2A  iPX 
(Hodgson's  Rooms) 
Telephone:  01-405  7238 

SCOTLAND 

John  Robertson,  19  Castle  Street, 
Edinburgh  EH2  3  AH 
Telephone:  031-226  5438 
Telegrams:  Abinitio,  Edinburgh 

AUSTRALIA 

Bruce  Rutherford, 
Sotheby  &  Co.  (Australia)  Pty.,  Ltd., 
10  Stodart  St.  Camberwell,  Victoria  3124 
Telephone:  Melbourne  82  1003 
Telegrams:  Abinitio,  Melbourne 

TEXAS 

Miss  Flo  Crady, 
3 196  Galleria  Post  Oak, 
5015  Westheimer  Road, 
Houston,  Texas  77027 
t  elephone:  (713)  623-0010 


BRAZIL 

Walter  Geyerhahn,  Rua  do  Rosario, 
135/137-20  andar,  Rio  de  Janeiro 
Telephone:  252  7495 
Telegrams:  Eikos  Rio  de  Janeiro 

FRANCE 

Rear-Adn1ir.1l  J.  Tcmplcton-Cotill,  C.B. 
(Directeur), 

Princesse  de  *] 

Lippe-Biesterfeld 
Madame  Charete  del  WAssocies 

Castillo  specialistes) 
Marc  Blondeau 
Mile.  Sylvie  Avizou 
(Chargee  d'administration). 
Mile.  Marie  Odile  Deutsch  (secretaire), 
3  rue  de  Miromesnil,  Paris,  75008. 
'Telephone:  265  32  20 
Telex:  21550 ext:  107 
c/o  Sotheby  Parke  Bernet 

CANADA 

Geoffrey  Joyner, 
Sotheby  &  Co.  (Canada)  Ltd., 
Suite  412,  The  Park  Plaza,  170  Bloor 
Street  West,  Toronto  180,  Ontario 
Telephone:  416-924-1 196 

GERMANY 

Dr.  Ernst  Behrens, 
Secretaries:  Rita  Heinz  and 
Louise  Wiemer, 
Galeriestrasse  6a,  8  Munich  22 
Telephone:  (010  49)  89  292252 
(01049)  89  297822 


SWITZERLAND 

Dr.  J.  G.  Wille  in  partnership  with 
Alfred  Schwarzenbach, 
Sotheby  &  Co.,  A.G., 
18  Blcicherweg  8022  Zurich 
Telephone:  25001 1.  Telex:  52380 
't  elegrams:  Abinitio,  Zurich 

NEW  YORK 

Sotheby  Parke  Bernet  Inc.. 

980  Madison  Avenue,  New  York 

N.Y. 1 002 1 

'Telephone:  2 1 2-879-8300 
Telex:  New  York  232643 
Telegrams:  Parkgal,  New  York 

ITALY 
Florence 

Carmen  Gronau  (Consultant), 

Dr.  S.  N.  Cristea, 

Sotheby's  of  London,  s.r.l., 

Palazzo  Capponi,  Via  Gino  Capponi  26, 

Florence,  501 21 

Telephone:  570410 

Telegrams:  Abinitio,  Fircnze 

Milan 

John  Winter, 

Via  Montenapoleonc  3, 

Milan 

Telephone:  783907 

NEW  ENGLAND 

Mrs.  Patricia  Ward, 
Sotheby  Parke  Bernet, 
232  Clarendon  Street, 
Boston,  Massachusetts 
Telephone:  617  247-2851 


SPAIN 

Fernando  D'Omellas, 

Marques  de  Vilanant, 

Sotheby  Parke  Bernet  de  Espana,  S.A. 

Centro  Iberia  Mart  -  Primer  Planta, 

Pedro  Teixeira  8,  Madrid  20 

'Telephone:  458  7900  Extn.  56 


CALIFORNIA 

Sotheby  Parke  Bernet, 

7660  Beverly  Boulevard,  Los  Angeles, 

California  90036 

Telephone:  213-937  5 1 30 

Telex:  Los  Angeles  677120 

'Telegrams:  Abinitio,  Los  Angeles 


HOLLAND 

Jhr.  D.J.  A.  A.  van  Lawick  van  Pabst, 
Secretary:  Elsbeth  van  Tienhoven, 
Sotheby  Parke  Bernet, 
98  Rokin,  Amsterdam 
Telephone:  (010  3120)  225  491 
Telegrams:  Abinitio,  Amsterdam 


SOUTH  AFRICA 

Reinhold  H.  Cassirer, 
Sotheby  Parke  Bernet  South  Africa 
(Proprietary)  Ltd.,  P.O.  Box  31010, 
Braamfontein,  Johannesburg 
Telephone:  Johannesburg  724  5967 
724  6029 

Telegrams:  Abinitio,  Johannesburg 


Sotheby  Parke  Bernet  losangeles 

7660  Beverly  Boulevard,  Los  Angeles,  California  90036    Telephone:  (213)  937  5130 

Monday,  27th  May,  at  8  pm 


OLD  MASTERS, 
NINETEENTH  AND  TWENTIETH 
CENTURY  EUROPEAN 
AND  AMERICAN  PAINTINGS 


comprising  old  master  paintings,  including  works  by 
Do  Hondt,  Panini,  Jan. J.  Horcman,  Van  Bergen,  Van  de  Veldc, 
Van  Goyen ;  nineteenth  century  European  paintings,  including 
works  by  Ansdell,  Clausen,  Coomans,  Diaz,  Ernst, 
Alexander  C.  Gould,  Helleu,  Kaemmerer,  Kuehl,  Le  Roux, 
Lindsay,  Moralt,  Ocho  y  Madrazo,  Palmaroli, 
William  C.  Stanfield,  Marcus  Stone,  Verbocckhoven, 
Von  Rustigc,  Voordecker,  Waldorp,  Yeend  King,  Zeim; 
American  paintings,  including  works  by  Benson,  Bridgman, 
J.  G.  Brown,  A.  D.  M.  Cooper,  E.  L.  Henry,  Waugh,  Wiggins 


John  G.  Browne,  N.A.  Shoeshiiie Boy  with  three  dogs,  24  by  17  inches 


On  view  from  Thursday,  23rd  May  and  the  following 
three  days,  12  am  to  5  pm 


Winter  Scene  with  Figures  Skating,  15A  by  12  inches 


:nri  Voordecker,  Belgium,  Little  Boy,  l8\  by  23 £  inches 


Catalogue  S4  (by  mail  S5) 

Catalogues  also  available  from  Sotheby  Parke  Bernet,  980  Madison  Avenue,  New  York  10021  and 
Sotheby  Parke  Bernet,  London,  34-35  New  Bond  Street,  London  WiA  2AA 


Sotheby  Parke  Bernet  losangeles 

7660  Beverly  Boulevard,  Los  Angeles,  California  90036    Telephone:  (213)  937  5130 

Monday,  10th  June  at  8  pm 


VERY  GOOD 
JAPANESE  SWORDS,  FITTINGS, 
NETSUKE  AND 
INRO 


An  iron  tsuba  by  Shibo  Sadamoto  (Okawa  Teikan)  in  his  69th  Year 


An  iron  tsuba  by  Toshihidc,  dated  1827  An  iron  tsuba  by  Yuriii 


Illustrated  catalogue  $4  (by  mail  $5) 

Catalogues  also  available  from  Sotheby  Parke  Bernet,  980  Madison  Avenue,  New  York  10021  and 
Sotheby  Parke  Bernet,  34-35  New  Bond  Street,  London  Wi  A  2AA 


Sotheby's 

Monday,  13th  May,  at  2.30  pm 


HIGHLY  IMPORTANT  SALE  OF  RUSSIAN 
CLOISONNE  ENAMELS,  WORKS  OF  ART  BY  CARL  FABERGE 

AND  RUSSIAN  ICONS 


A  Faberge  red  enamel  compact, 
vvorkmaster  August  Hollming,  2%  inches 


A  fine  Russian  cloisonne  enamel  Kovsh,  maker's  initials  E.P.R.,  5A  inches 


Sotheby's 

Tuesday,  21st  May,  at  10.30  am 


THE  ANTIQUE  SPORTING  GUN  COLLECTION  (GEWEHRKAMMER) 

OF  THE  COUNTS  VON  GIECH 

removed  from  Schloss  Thurnau,  in  Franconia — Part  I 


A  Franconian  wheel-lock  hunting  rifle  by  Johann  Wagner  of  Stubig, 
second-half  of  the  17th  century,  36J  inches 

A  German  flintlock  breech-loading  magazine  gun  by  Johann  Krach, 
working  on  the  Klett  system,  late  17th  century,  38J  inches 


A  pair  of  flintlock  holster  pistols  by  Joseph  Wistaler  of  Baden,  the  A  pair  of  Bohemian  flintlock  holster  pistols  by  Godtfrid  Brcidfelter  of 

barrels  by  Lazarino  Cominazzo,  c.  1730,  2o\  inches  Carlsbad,  with  heavy  bored  flared  barrels,  second-quarter  of  the 

1 8th  century,  22  inches 


and  at  approximately  11.45  am 

MODERN  SPORTING  GUNS  AND  RIFLES,  ANTIQUE  FIREARMS, 
ARMOUR  AND  EDGED  WEAPONS 


A  Prussian  bronze  three-pounder  field  gun  barrel,  with  the  cypher  of  Frederick  the  Great,  recovered  from  Plymouth  Sound,  sold  by  order  of  the 

Receiver  of  Wreck,  Plymouth,  c.  1750,  61 J  inches 


Sotheby's 

Thursday,  23rd  May,  at  2.30  pm 


A  FINE  COLLECTION  OF  GOTHIC 
AND  RENAISSANCE  WOOD  CARVINGS 
AND  CASKETS 

the  property  of  an  English  Private  Collector 
to  be  followed  by 

A  DISTINGUISHED  SMALL  COLLECTION 
OF  BAROQUE  WOOD  SCULPTURE 

the  property  of  Dr.  William  M.  Millikcn 


A  French  walnut  Gothic  group  of  the  Virgin 
and  Child,  second  half  14th  century,  32  inches 


A  boxwood  figure  of  a  River  God,  attributed  to 
Andrea  Brustalon,  first  quarter  18th  century, 
9]  inches 


A  South  German  polychrome  figure  of  the 
Immaculata,  attributed  to  the  workshops  of 
Meinrab  Guggenbichler,  c.  1710,  21  inches 


A  Nottingham  alabaster  relief  of  the  Nativity, 
early  15th  century,  \6\  inches 


A  South  German  figure  of  Time,  attributed  to 
Johann  Anton  Feuchtmayer,  early  18th  century, 
2ii  inches 


Sotheby's 

Thursday,  23rd  May,  at  1  r  am 


IMPORTANT  ENGLISH  POTTERY  AND 
CONTINENTAL  POTTERY 

including  other  fine  Delftware  blue-dash  chargers  and  slipwarc  dishes 


A  rare  signed  and  dated  Staffordshire  slipware  dish  A  press-moulded  slipware  'Hunting'  dish, 

by  Samuel  Malkin,  14  inches  13  2  inches 


Sotheby's 

Tuesday,  4th  June,  at  10.30  am 


FINE  MEISSEN  PORCELAIN 

the  property  of  B.  Hoffmann,  Esq.,  Dr.  William  M.  Milliken,  and  other  owners 


Meissen  vases  with  Augustus  Rex  marks 


LOAN 

EXHIBITION 


'Barges  on  the  Thames', 
St.  Paul's  in  Background 


by  kind  permission 
Usher  Gallery,  Lincoln 


4\"  x  7\" 


PETER  DE  WINT'S 

"Sketches  from  Nature" 


'Lincoln  from  Sincil  Dykt 


15th  May  -  7th  June 


Presented  By 


/>v  A /'/;</  permission 
Usher  Gallery,  Lincoln 


The  Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London,  SW1     01-839  7595 


Fully  illustrated  catalogue  for  sale  -  proceeds  to  Conservation  Fund,  Usher  Gallery,  Lincoln. 


Mayorcas  Ltd 

Member  of  the  BAD  A  Ltd. 


Rare  DUTCH  (Amsterdam)  Tapestry  from  the  workshops  of  Alexander  BAERT,  c.  1720,  woven  in 
exceptionally  fine  silks  and  wools  in  naturalistic  tones;  the  scene  shows  a  Classical  colonnaded  house 
in  a  rustic  setting  with  a  carved  stone  fountain  in  the  foreground,  and  exotic  birds  all  round. 

7'  3"  x  7'  1"  (2,21  x  2,15) 
Coll:  G  Lees-Milne,  Hon  A.  Ogilvy.  Vid:  Catalogue  Marillier  Victoria  and  Albert  Museum,  London 
Dr.  G.  T.  van  Ysselsteyn's  "Geschideniss  der  Tapijtweverijen"  pis.  172-177 
Similar  examples:  Rijksmuseum,  Amsterdam 

38  Jermyn  Street  St.  James's 

London  S.W.I.    Telephone:  01-629  4195 


Offering 

ANTIQUE  DUTCH  TILES 

for  collectors  and  restoration 

E.  HORN 
Alinghock  7,  Drouwen  (Dr)  Nedcrland 
Ph.  0591^)9-4409 

(7  would  also  like  to  exchange  or  buy  antique  English  tiles  from  collectors) 


CHINESE    ^^gTjj^gg  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  and  toys. 

40  Great  Russell  Street,  London,  W.C.1 

(01-580  7538) 


COLLECTOR  has  50  antique  or  original 

CHESS  SETS  for  sale. 

Also  interesting  collection  ANTIQUE  LACE 

Viewing  by  appointment. 
Write:  Mr  Cheno  Av.  Franklin-Roosevelt,  32, 
B-1050  Brussels 


The  Churchill  Centenary  Collection 

Fine  sterling  silver  designed  by  John  Spencer-Churchill 
and  Alex  Styles.  A  limited  edition  of  each  of  ten  items, 
decorated  with  gilt  Churchillian  motifs.  Exclusive  to 
Garrard.  Descriptive  colour  brochure  sent  on  request. 

GARRARD 

The  Crown  Jewellers 
112  Regent  Street,  London,  W1 A  2JJ  Tel:  01-734  7020 
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Chinese  Northern  Sung  Dynasty 
Celadon  Bowl  with  Incised 
Lotus  Design.  960-1127  A.D. 
Diameter:  8  inches     Height:  3  inches 

q.  MAliNAfii»c. 

ORIENTAL  ART 

680  Madison  Ave.  (Carlton  House) 
New  York,  N.Y.  10021 
Telephone  (212)  593-0323 

Member:  Appraisers  Association  of  America 


SHOWCASE 


P.  Cunningham 
Edinburgh,  1802. 
10  inches  high . 

RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.I  01-493  4350 


S.  and  K.  Morris 

Six  Bells,  Pathlow, 
Stratford-upon-Avon 

(on  the  A  3  4) 
Tel:  Stratford  4350 


Pre-Raphaelite  paintings  and  drawings 
Example:  FORI)  MADOX  BROWN. 

Head  of  Byron.  Pencil. 
Signed  with  initials,  dated  '46.  10 J" 

A  study  for  the  painting 
'Seeds  and  Fruit  of  English  Poetry'.  £350 
List  on  request. 


We  hold  one  of  the  most  comprehensive  collect- 
ions of  FINE  CARRIAGE  CLOCKS.  Your  en- 
quirics  are  invited  by  'phone,  letter  or  personal  call 
GRAND  SONNERIES,  QUARTER  REPEAT- 
ERS,  FINE  CASES  BY  BEST  MAKERS 
ALWAYS  IN  STOCK. 


Connoisseur  gnttqueg 

(Peter  and  Queenie  Kaufmann) 

29  Meeting  House  Lane 
Brighton.  Sussex  BN1  1  HB 


CLOVER  HOUSE 

Books  for  Collectors 

P.O.  Box  798-D 
Calistoga.  Calif.  94515 

Books  about  antiques,  art, 
illustrated,  children's,  etc. 
Over  1,500  titles 
(old  and  new)  in  stock. 
FREE  search  service  for 
out-of-print  books  on 
all  subjects.  Send  wants. 
Catalogues  issued. 


Ten  thousand  square  feet 
of  Antique  Victorian  and 
Edwardian  Furniture. 
Trade  and  Export. 
Large  parking  area. 
Hughes  Brothers, 
Vanston  Place  and  Jordan 
Place,  Fulham  Broadway, 

London  SW6. 
Open  Monday  to  Saturday 

9  am  to  6  pm. 
Thursday  9  am  to  1  pm. 
01-38C  3183 


BRITISH  ANTIQUE  EXPORTERS  LTD 


TUTANKHAMEN 

Price  £3 

From  all  wood  booksellers  or  from 
THE  CONNOISSEI  It  HOOK  DIVISION, 
(  HESTERGATE  HOUSE, 
\  \l  Ml  M  l    BRIDGE  ROAD,  SW1V  1HF 


A  DICTIONARY  OF  MARKS 

Price  £1.50 


From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIVISION, 

(  HESTERGATE  HOUSE, 

VAUXHALL  BRIDGE  ROAD,  SW1V  1HF 


EXPORTERS 

Exporters  of  English  antiques  of  the  Queen 
Anne.  Georgian,  Victorian  Edwardian  and 
.art  nouveau  periods.  Suitable  for  American, 
I  Australian.  German,  Italian  and  Japanese 
,  Importers.  Full  containers  only  for  sale. 

'  Independent  shipping  service  for  the  visiting 
'American.  Australian  and  Japanese  antique 
i  Dealer.  We  collect,  pack,  insure  and  deliver 
;  safely  your  merchandise  at  competitive  rates. 
!  BRITISH  ANTIQUE  EXPORTERS  LTD., 
jTel:  Newhaven  (07912)  5561  (8  lines) 
'New  Road  Industrial  Estate,  Mew- 
•  'haven,  Sussex. 
\\ 


Silver  Coffee  Pot, 
Geo  III  1743.  Weight  i8£  ozs. 
Maker  J.  Pollock. 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOURNEMOUTH   Bournemouth  24289 


gfreplanb  jFKIanor 

&nttgne£ 

in  the  village  of  Lustleigh 

(off  the  Buvey  Trarev-Moretonhatnpsteaci 
Road) 

in  the  county  of  Devon 

VICTOR  I  \\  GLASS,  POTTERY, 
PORCELAIN,  SILVER,  COPPER 
AND  BRASS 

MONDAY-FRIDAY  2.30-5.30 
or  by  appointment 
(Lustleigh  326) 


William  III  two-handled  bowl  and  cover. 
London  1 700  by  Pierre  Platel. 
Height  4\  ins.  Weight  12\  ozs. 
The  coat-of-arms ,  which  is  original,  is  that  of 
Holt. 


H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ. 
LONDON  S.W.I.  01-235  2978 


FIREARMS  £3.50 

From  all  good  booksellers  or  from 
THE  CONNOISSEUR  BOOK  DIVISION, 
CHESTERGATE  HOUSE, 
VAUXHALL  BRIDGE  ROAD,  SW1V  1HF 


THE  PLAYING  CARD 

An  Illustrated  History 
Detlef  HolTmann 

This  book  is  centred  on  cards  with  suit-signs,  though  other  cards, 
such  as  the  fortune-telling  or  educational  cards,  are  also  examined. 
Since  the  cards  of  the  past  were  more  varied  in  form  and  content 
than  those  of  today,  most  of  the  text  deals  with  the  past. 
Contents:  Preface,  European  playing  cards,  interpretation  of  the 
tarocchi,  educational  cards,  political  propaganda  cards,  war  cards, 
fortune-telling  cards,  Oriental  cards,  bibliography,  plates,  notes. 

92"  x  1 1"      Illustrated  in  colour  and  black/white      96  pages 

Available  May  1974  £6.95 

GEORGE  PRIOR  ASSOCIATED  PUBLISHERS  LTD 

2  Rugby  Street,  London  WC1N  3QU 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


GARRARD  WISH  TO  PURCHASE 

Jewellery  and  silver  by  Robert,  James  or 
Sebastian  Garrard.  Most  pieces  will  be  marked 
'Panton'  or  'Albemarle'  Street. 

GARRARD 

The  Crown  Jewellers 
112  Regent  Street,  London.  W1 A  2JJ  Tel:  01-734  7020 


B.A.D.A.  FESTIVAL  '74 
SPECIAL  EXHIBITION  -  JUNE  1 1  TO  21 
"CHOICE  SPECIMENS  OF  EARLY  OAK" 


STAIR 


&  COMPANY 


1  ROM  OUR  LONDON  COLLECTION 
OF  FINE  ENGLISH  FURNITURE 
OF  THE  171I1  and  181I1  CENTURIES 


A  fine  Chippendale  Mahogany  Side  Table, 
with  three  drawers  in  the  frieze.  Circa  1760 

46"  wide,  22\"  deep,  31"  high. 

The  design  for  this  interesting  and 
unusual  table  is  found  in  Thomas  Chippendale's 
THE  GENTLEMAN  &  CABINETMAKER'S  DIRECTOR, 
Plate  No.  LXXIII,  pub.  1753 


344  Worth  Avenue 
Palm  Beach,  Fla.  33480 

Telephone:  305-655-0744 


120  &  125  Mount  Street, 
London,  W1Y  5HB. 

Telephone:  01-499  1785/5270 


59  East  57th  Street, 
New  York,  N.Y.  10022 

Telephone:  212-355-7620 


Member:  The  British  Antique  Dealers'  Association  Ltd. 

The  National  Antique  and  Art  Dealers'  Association  of  America  Inc. 


120 


The  Connoisseur 


Register  Advertisements 


FOR  SALE 


GEORGE  WASHINGTON  INAUGURAL  SWORD 

The  U.S.  Bicentennial  Society  and  Wilkinson  Sword  Limited  are 
issuing  1,000  exact  copies  of  the  Washington  Inaugural  Sword. 
Numbered  and  registered.  Forfree  colour  brochure  and  provenance 
write:  U.S.  Bicentennial  Society,  Box  12091,  Richmond,  Virginia 
23241. 


Collection  of  paintings  for  sale  by  Duncan  Grant,  Augustus  John 
and  Spencer  Gore.  Please  write  Box  Nc.  8690  for  details. 


Desmond  Drury  (Langsterbrow  Ltd.)  repairs  metal  antiques,  includ- 
ing hinges,  old  locks  and  the  engineering  of  keys  to  fit  them.  Estimates 
and  advice  without  obligation  from  99  St.  Dunstan's  Road,  London, 
W.6.    01-748  3601. 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £1.15p  each  (plus  3Jp  postage).  From  The  Circulation 
Dept.  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London 
S.W.18. 


Old  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  01-262  5439.  Walter  T. 
Spencer,  specialistssince  1 856, 47  Upper  Berkeley  Street,  London,  W.1 . 


Professional  Photographer  will  photograph  your  antiques,  anywhere. 
01-274  2602;  Academy  Photos,  13/15  Shakespeare  Road,  London 
SE24  OLA. 


In  A-1  condition.  Connoisseur  from  Feb.,  1969  thru  Feb.,  1974. 
Price  $75.  Write  J.  W.  Gratenstein,  980  Fifth  Ave.,  N.Y.  10021. 


James  II  (1686)  oak  buffet  6' x  5'9  '  x  2'3 '.  Phone  01-876  1303 
after  7.00  p.m. 


19th-century  rosewood  concertina  for  sale,  mother-of-pearl  stops, 
silver  mounting  -  £200.  Telephone:  Camberley  23951. 


WANTED 


Charles  Brocky  (b.  1807  -  Hungary;  d.  1855  -  England).  Serious 
collector  wishes  to  purchase  works  by  this  Hungarian  painter  who 
worked  in  England.  Also,  by  other  19th  century  Hungarian  masters: 
Marko,  Munkacsy,  Szekely,  Paal,  Benczur,  etc.  etc.  -  Best  prices  paid. 
Offers  to  Harry  Hellebronth,  Esq.,  Geibelstrasse  107,  Hannover, 
W.  Germany. 


MISCELLANEOUS 


Antique  Maps  and  Prints:  Illustrated  catalogue  25p.  Richard 
Nicholson,  Wavecrest,  Menai  Bridge  Road,  Bangor,  Caernarvonshire. 


Research  commissions  undertaken  by  consultancy  with  art  historian 
and  paleographer  on  staff,  other  specialists  available.  Absolute  con- 
fidentiality. Routledge  Associates,  25  Woodhayes  Rd.,  London  S.W.19. 


Renaissance  Polish'  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  by  special  authority  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  to  readers  of  THE  CONNOISSEUR,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can 
US/Canada:  $2.60.  Mailing  costs  per  can,  by  air:  $2.60;  surface:  $1 .60. 
Price  per  can  UK  and  overseas:  £1 .00.  Mailing  +  VAT  at  1 0%  per  can: 
UK  25p;  Overseas  55p.  10%  discount  overall  on  orders  of  six  or  more. 
'('Exceptional . . .  unique  wax  polish'  -  THE  CONNOISSEUR,  Oct.  1 970) 


Register  advertisements  are  15p  per  word  minimum  £2.25  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON,  SW1V  1HF.  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  the  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 


OPENING  IN  PARIS 

Antique  dealer  with  exclusive,  unique,  high  prestige  location 
in  Paris,  seeks  partner  or  eventually  associate.  (Possibilities: 
antique,  modem  paintings  and  jewellery) 
For  further  information: 
Please  apply  to  The  Connoisseur,  Box  No.  8692. 
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Tudor  House 
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Matthew  Boulton 


Made  at  Boulton' s  famous  Soho  manufactory,  Birmingham,  in  1805.  Height  20%  ins;  width  16  ins. 
Matthew  Boulton,  friend  of  George  111  and  Benjamin  Franklyn,  co-founder  of  the  Lunar  Society, 
made  a  wide  variety  of  silver,  Sheffield  plate  and  ormolu,  Blue  John  etc.  In  conjunction  with  James  Watt, 
produced  steam  engines  which  established  Great  Britain  as  the  first  Industrial  Nation. 


S.  J.  SHRUBSOLE 


S.  J.  SHRUBSOLE  LTD. 
43  MUSEUM  ST. 
LONDON  VVC1A  1LY. 
TEL  01-405  2712 

One  minute  from  the  British  Museum. 

Member  of  the  British  Antique  Dealers'  Association 


S.  J.  SHRUBSOLE  CORP. 
104  EAST  57th  STREET 
NEW  YORK  10022 
TEL  0101-212-75  38920 

Member  of  the  National  Antique 
and  Art  Dealers'  Association  of  America 


s).  Telex  Spink  Westcham  Ldn  26 


( church  Treasures  on  the  market 


Ever  since  the  beautiful  Tudor  communion  flagons  from  Westw  ell 
Church  in  Kent  were  sold  for  £36,000  at  Sotheby's  in  1970,  the 
sale  of  church  treasures  has  been  a  subject  of  fierce  contention;  and 
the  correspondence  page  of  The  Times,  once  described  as  Britain's 
'tribal  notice  board',  has  carried  many  letters  both  for  and  against. 

The  subject  has  recently  come  to  a  head  with  two  episodes  -  the 
sale  of  a  fifteenth-century  helmet  from  Broadwater  Church,  Wor- 
thing, Sussex;  and  the  threatened  sale  of  a  marble  statuary  group  by 
Joseph  Nollekcns  from  a  mausoleum  at  Wctheral  Church,  near 
Carlisle.  The  helmet,  which  was  sold  for  £22,000  on  February  12 
and  bought  by  the  Tower  of  London,  was  the  tilting  helm  of  the 
eighth  Lord  de  la  Warr.  Since  his  death  in  1526  it  had  hung  over 
his  tomb  at  Broadwater,  though  removed  to  the  vestry  for  safety  in 
recent  years.  A  church  court  held  that  as  the  helmet  was  part  of  the 
funeral  accoutrements  of  the  tomb,  it  belonged  to  the  church,  and 
they  might  sell  it.  However,  some  lawyers  feel  that  this  ruling  is 
challengeable,  and  that  the  present  Lord  de  la  Warr  could  have 
taken  action  if  he  had  chosen  to.  Mr.  A.  R.  Dufty,  Master  of  the 
Tower  Armouries,  said  that  the  church  had  no  moral  right  to  sell 
the  helmet,  which  originated  in  a  Heralds'  Funeral,  organised  by 
the  College  of  Heralds  with  the  knight's  insignia  of  honour,  his 
helmet,  tabard,  sword  and  spurs. 

But  the  church  is  finding  that  two  can  play  at  the  same  game, 
and  that,  as  it  were,  the  same  Pied  Piper's  flute  that  can  rid  a  town  of 
rats  can  also  lure  away  its  children.  At  the  time  of  writing,  moves 
are  afoot  (The  Guardian  reported  on  February  23)  to  remove  a 
Nollekens  statuary  group  from  Wetheral  Church:  a  court  of  the 
Church  of  England  has  decided,  with  evident  unhappiness,  that  the 
work  is  not  owned  by  Wetheral  Church  but  by  the  family  for 
whom  the  mausoleum  was  built,  the  Howards.  The  next  step,  it 
seems,  is  for  Mr.  John  Howard,  a  local  landowner,  to  get  permis- 
sion from  the  church  courts  to  remove  the  sculpture.  If  this  decision 
be  upheld,  the  way  is  obviously  open  for  armigerous  scavengers  to 
descend  on  the  churches  in  droves,  bearing  away  scutcheons,  helms, 
spurs,  storied  urns  and  animated  busts. 

At  this  stage  it  is  perhaps  timely  to  sum  up  the  arguments  both 
for  and  against  the  sale  of  church  treasures;  and  to  try  to  arrive  at 
some  provisional  conclusions.  The  argument  for  sale  goes  some- 
thing like  this:  churches  today,  like  everyone  else,  are  faced  with 
rising  costs.  They  have  smaller  congregations  nowadays  to  contri- 
bute money.  Insurance  costs  are  high,  and  sometimes  a  church 
simply  cannot  afford  the  annual  insurance  payments  on  plate  of 
great  value  given  by  Tudor  members  of  the  congregation.  Thefts 
from  churches  are  on  the  increase.  In  October  1973,  silver  worth 
more  than  £5,000  was  stolen  from  St.  Alban's  Abbey,  and  silver 
and  paintings  worth  more  than  £6,000  from  Salisbury  Cathedral  - 
possibly  by  the  same  gang.  A  bell  cast  in  about  1290  was  stolen 
from  Buckenham  Ferry  Church,  Norfolk,  in  1973 ;  and  about  the 
same  time  the  fifteenth-century  bell  in  the  derelict  church  of  Little 
Witchingham,  Norfolk,  was  also  stolen;  these  would  almost  cer- 
tainly be  melted  down,  and  part  of  our  national  heritage  lost  for 
ever.  As  the  Rev.  Graham  Dowcll  said  in  The  Times  of  August  18, 
1973 :  'The  church  is  not  a  bank  or  a  museum'. 

There  is  also  a  left-wing,  social-morality  argument  for  the  sale 


of  church  treasures,  most  forcibly  put  in  The  Times  by  the  Rev. 
David  Barnes  of  Crayford,  Kent,  on  October  19,  1970:  'Most  of 
the  treasures  in  question  were  presented  at  a  time  when  the  church 
in  general  and  the  donors  in  particular  were  in  very  different  finan- 
cial situations  from  the  picture  today,  and  it  was  appropriate  to  the 
age  to  reflect  the  Glory  of  God  through  luxurious  works  of  art  of 
all  kinds.  In  the  vastly  changed  world  in  which  we  live,  the  inten- 
tion of  the  benefactors  -  the  greater  glory  of  God  -  can  best  be 
served  by  releasing  these  objects  upon  a  ready  market,  and  applying 
the  proceeds  to  present,  living  needs'. 

Of  the  arguments  against  the  sale  of  church  treasures,  the  strong- 
est is  religious  and  (in  no  pejorative  sense)  emotional.  It  was  well 
expressed  by  the  Rev.  Christopher  Hilyard  in  The  Times  of  March 
5  this  year:  'Centuries  ago  people  devoted  to  their  parish  church 
gave  their  money  to  buy  silver  plate  to  be  used  for  the  Sacraments, 
and  thus  it  was  sanctified,  not  only  by  its  use,  but  also  as  a  memor- 
ial to  the  donors.  Today,  when  certain  churches  need  money,  the 
people  do  not  put  their  hands  into  their  pockets:  it  is  so  much  easier 
and  cheaper  to  send  the  gifts  of  our  ancestors  to  the  auction  rooms, 
and  so  at  one  stroke  they  betray  their  role  as  trusted  custodians, 
strip  their  church  of  its  treasures  and  deny  making  a  contribution 
in  their  turn'.  Historians,  too,  complain  of  the  potential  alienation 
from  the  churches,  which  are  tabernacles  of  local  history  miracu- 
lously saved  from  change,  of  objects  of  peculiar  local  interest,  which 
may  become  untraceable  if  sold  off.  Mr.  Arthur  Grimwade,  of 
Christie's,  has  pointed  out  that  if  a  general  policy  be  accepted  enab- 
ling all  churches  to  dispose  of  their  unused  treasures,  'the  flood 
gates  would  be  opened  and  the  market  would  be  quite  unable  to 
absorb  the  supply'.  And  the  most  picturesque  objection  came  from 
Mr.  Basil  Robinson,  then  Keeper  of  the  Department  of  Mctalwork 
at  the  Victoria  and  Albert  Museum :  that  sold  plate  may  be  used  in 
Black  Magic  rites  (The  Times,  May  19, 1971). 

We  feel  that  the  strongest  argument  in  favour  of  sales  of  church 
treasures  is  that  the  proceeds  can  be  used  for  church  repairs:  for 
while  sold  silver  will  not  deteriorate  in  condition,  wherever  it  ends 
up,  the  church  fabric  may;  and  with  withering  congregations  in  a 
time  of  growing  unbelief,  some  means  has  to  be  found  to  maintain 
these  marvellous  monuments  of  our  history  and  prevent  them  (as 
has  actually  happened  in  some  cases)  being  turned  into  bingo  halls. 
However  we  also  feel  that  it  should  not  be  possible  for  such  sales 
to  be  made  lightly  and  irresponsibly:  that  is  why  we  welcome  the 
suggestions  made  in  Treasures  on  Earth  (Church  Information  Office, 
February  1972)  that  churches  should  at  once  inform  the  Council  of 
Places  for  Worship  when  they  intend  to  sell  so  that  early  notice  is 
given  to  museums.  We  also  think  heed  should  be  paid  to  the  idea  of 
Mr.  Ivor  Bulmcr-Thomas,  already  put  to  the  General  Synod  -  that 
sales  should  only  be  effected  by  a  scheme  of  the  Charity  Commis- 
sioners, with  their  'vast  and  unrivalled  experience',  with  much 
time  for  advertisement  and  listening  to  objections.  We  also  wonder 
whether  the  Church  Commissioners,  who  have  shown  themselves 
adept  in  property  management,  might  not  use  some  of  their  wealth 
to  set  up  a  Church  Treasures  Museum,  paying  local  churches  a  fair 
sum  for  plate  and  charging  the  public  an  admission  fee.  The  Gov- 
ernment might  well  be  prepared  to  subsidise  such  a  scheme. 
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THE  ARTISTIC 
FAMILY  HAYLLAR 


Part  2:  Jessica,  Edith,  Mary  and  Kate 


Christopher  Wood 


M 


Y  first  article  (The  Connoisseur,  April  1974) 
was  about  James  Hayllar ;  now  it  is  the  turn 
of  his  four  talented  daughters,  Jessica,  Edith, 
Mary  and  Kate.  During  the  late  1880s  and  1890s 
Hayllar  and  the  four  girls  all  had  at  least  one  picture 
each  hung  at  the  Royal  Academy  every  year,  which 
must  be  something  of  a  record.  Also  the  girls  were 
entirely  taught  by  their  father.  As  each  one  reached 
school-leaving  age  she  was  put  through  a  thorough 
course  of  drawing,  perspective  and  painting,  which 
lasted  from  ten  till  four  every  day.  In  the  evenings 
there  would  be  'modelling  in  clay,  etching  or 
mezzotint  engraving  on  copper'  according  to  the 
Ladies'  Pictorial  magazine,  which  published  an  article 
about  Jessica,  Edith  and  Kate  in  1889.  In  spite  of  this 
Victorian  discipline,  the  Hayllars  seem  to  have  been 
a  happy  and  self-contained  family.  After  the  day's 
painting  was  over,  there  was  plenty  to  amuse  them  in 
the  house  and  gardens  at  Castle  Priory,  or  at  Riverside, 
G.  D.  Leslie's  house  further  along  the  river.  They  liked 
exercise,  and  there  was  tennis,  croquet,  rowing  or 
gardening,  all  of  which  feature  in  their  pictures. 
Hayllar's  sons  did  not  turn  out  so  well,  only  one, 
Algernon,  became  an  artist,  and  the  other  three  did  not 
perhaps  find  the  Victorian  discipline  so  agreeable. 
Nothing  is  known  of  their  careers,  and  it  is  thought 
they  may  have  resorted  to  the  ultimate  escape  of 
Victorian  sons  from  their  fathers  -  emigration. 

After  the  girls  had  mastered  drawing  and  perspec- 
tive, they  were  allowed  to  graduate  to  painting.  At 
first  they  painted  still-life,  and  even  their  first  attempts 
show  a  remarkable  ability  to  render  objects  in  detail. 
Minute  observation  combined  with  technical  excel- 
lence is  a  feature  of  all  their  paintings.  For  subjects  they 
almost  invariably  chose  scenes  of  daily  life,  painted  in 
the  rooms  of  Castle  Priory,  using  other  members  of 
the  family  as  models.  The  same  props  -  screens,  chairs, 
tables,  vases,  rugs  -  keep  cropping  up  in  all  their 
pictures,  always  painted  with  affectionate  care  and 
precision.  The  results,  in  addition  to  being  charming 
pictures,  arc  among  the  best  documentary  records  of 
Victorian  family  life. 


i.Jessica  Hayllar.  Photograph.  Mrs. Joan  Batt. 


4.  James  Hayllar.  Mary  Hayllar(Mrs.  Henry  Wells). 
Photograph :  Hayllar  family  records. 

In  the  background  can  be  seen  a  print  of  Ready  for  the  Party 
by  James  Hayllar,  illustrated  in  The  Connoisseur,  April  1974. 

3.  James  Hayllar.  Beatrice  (Kate)  Hayllar. 

Oil  on  paper,  8j  X  7  inches.  Collection  Mrs.  Joan  Batt. 


3 


5.  Jessica  Hayllar.  Some  of  the  Choir, 
Signed  and  dated  1888, 19J  X  29  inches. 
Photograph :  Edward  Speelman  Lid. 

Exhibited  at  the  Royal  Academy  111  1 889.  Described  by  the 
Ladies'  Pictorial  as  'a  delightful  little  study  of  English  home  life 
in  the  country,  full  of  warm  sunshine,  and  admirably  painted 
in  every  way'.  The  girl  playing  the  piano  is  probably 
Edith  Hayllar. 

Jessica  Hayllar  1858-1940 

Jessica  (No.  1)  was  the  eldest  of  the  four.  She  and  Edith 
were  the  most  talented,  but  Jessica's  output  was 
greater.  She  exhibited  her  first  pictures  in  1879,  still- 
life  subjects  entitled  Cottage  Fare  and  The  Larder 
Replenished.  The  following  year,  1880,  she  had 
already  improved  enough  to  have  her  first  picture 
accepted  by  the  Academy,  where  she  continued  to 
exhibit  until  about  1915,  a  span  of  twenty-five  years. 
About  1900  she  was  crippled  by  an  accident  -  family 
tradition  says  she  was  knocked  down  by  a  carriage  - 
but  she  continued  to  paint  in  a  wheelchair.  Her  works 
after  the  accident  were  almost  all  flower  pictures, 
especially  azaleas,  which  often  feature  in  her  earlier 
works.  In  1899  she  moved  with  her  father  to  Bourne- 
mouth, where  she  remained  for  the  rest  of  her  life. 

Her  best  works  were  done  in  the  years  1885  to  1900. 
Almost  all  of  them  are  quiet  domestic  scenes  of 
everyday  life  at  Castle  Priory  (Nos.  5-9)  often  contain- 
ing children.  Looking  through  the  Hayllar's  family 
records,  winch  contain  old  photographs  of  most  of  her 
pictures,  it  was  difficult  to  know  which  ones  to  choose. 
Perhaps  her  best  picture  is  Some  of  the  Clioir  (No.  5) 
which  the  Ladies'  Pictorial  picked  out  as  'a  delightful 
little  study  of  English  home  life  in  the  country,  full  of 
warm  sunshine,  and  admirably  painted  in  every  way'. 
Both  the  children  and  the  interior  are  beautifully 
observed,  and  with  complete  naturalness.  It  is  as  if  we 
had  wandered  into  a  Victorian  music  room  one  sunny 
day  in  the  country,  and  found  the  local  choir  practis- 
ing. In  this  respect  Jessica's  eye  was  uncannily  photo- 
graphic. She  had  a  gift  for  composing  her  subjects 
with  the  studied  casualness  of  the  snapshot.  When  I 
first  looked  through  the  books  of  photographs  of  her 
paintings,  my  first  reaction  was  how  like  actual 
photographs  they  looked. 

Painting  constantly  together,  it  is  hardly  surprising 
that  the  whole  family  painted  very  similar  subjects. 
Sometimes  they  painted  different  versions  of  the  same 
subject  -  Afternoon  Tea  (No.  1 1)  was  a  favourite 
subject  with  all  of  them,  and  obviously  then,  as  now, 
an  important  feature  of  the  English  afternoon.  Like  her 
father's  Miss  Lily  series,  Jessica  painted  a  series  of  her 
own,  beginning  with  A  Coming  Event  (R.  A.  1 886), 
followed  by  Fresh  from  the  Font  (R.  A.  1887),  The 
Return  from  Confirmation  (R.A.  1888  No.  6)  and  later 
Fresh  from  the  Altar  (R.A.  1890).  Although  these  events 

6.  Jessica  Hayllar.  The  Return  from  Confirmation. 
Photograph :  Hayllar  family  records. 

Exhibited  at  the  Royal  Academy  in  1888.  One  of  a  series  of 
scenes  of  family  life  which  Jessica  painted  in  emulation  of  her 
father's  Miss  Lily  series. 


el  id  not  seem  to  occur  in  the  proper  order,  no  one 
seems  to  have  minded,  and  these  pictures  were  among 
Jessica's  most  ambitious  and  successful  works. 

The  Havllars  used  each  other  as  models  in  practically 
all  their  pictures.  James  with  his  white  beard,  and 
Ellen,  by  now  an  ageing  matron,  both  figure  con- 
stantly (Nos.  6,  7,  14).  The  many  children  were  usually 
younger  Hayllars,  nieces  and  nephews,  and  later, 
grandchildren.  The  whole  family  must  have  been  a 
hive  of  artistic  industry.  The  hall  at  Castle  Priory,  with 
its  distinctive  low  curved  arches,  was  their  favourite 
painting  place,  as  it  faced  north,  and  it  can  be  seen  in 
the  background  of  many  of  the  pictures  illustrated  here 
(Nos.  8,  9,  10,  13).  The  house  was  full  of  halls, 
corridors,  rooms  leading.into  one  another,  and  long 
windows  looking  out  to  the  garden  and  the  river. 
Jessica  liked  to  make  subtle  use  of  these  in  her  pictures. 
Her  backgrounds  often  lead  the  eye  through  a 
complicated  recession  of  doors,  angles  and  windows 
(Nos.  8, 9).  Castle  Priory  still  stands,  its  position 
remarkably  unspoiled,  looking  across  the  Thames  to 
fields  on  the  other  side.  It  is  now  used  as  a  training 
college  for  nurses,  but  the  rooms  still  look  the  same  as 
when  the  Hayllars  painted  them,  only  the  woodwork 
is  now  painted  white. 

7.  Jessica  Hayllar.  The  Spirit  is  Willing.  Photograph:  Hayllar 
family  records.  The  old  lady  fallen  asleep  is  Mrs.  Hayllar. 


8.  Jessica  Hayllar.  Kittens. 
Photograph :  Hayllar  family  Records. 

Exhibited  at  the  Royal  Academy  in  1901.  The  sitters  were 
Mary  Hayllar  and  her  three  children. 


Edith  Hayllar  1860-1948 

Edith  (No.  2)  was  two  years  younger  than  Jessica,  and 
their  artistic  careers  ran  parallel  courses.  Edith  m 
exhibited  her  first  picture  in  1881,  and  the  following 
year  had  a  picture  accepted  by  the  Academy.  She 
continued  to  exhibit  at  the  Royal  Academy  until  1 897, 
also  at  the  Society  of  British  Artists,  the  Institute  of  Oil 
Painters,  and  the  Dudley  Gallery,  the  latter  very 
popular  with  lady  artists.  Edith's  pictures  are  very 
similar  both  in  style  and  subject  to  Jessica's,  and  many 
of  the  remarks  which  I  have  made  about  one  could 
apply  equally  well  to  the  other.  Her  output  was 
smaller  than  Jessica's,  but  of  equal  quality.  Like  her,  she 
found  most  of  her  subjects  in  the  day-to-day  life  of  the 
household  at  Castle  Priory.  She  and  Jessica  set  up  their 
easels  together  in  the  hall  (No.  9)  and  arranged  their 
subjects  at  opposite  ends  of  the  room.  Edith  had  the 
same  ability  to  pose  her  subjects  with  complete 
naturalness,  and  lavished  the  same  minute  attention  on 
accessories,  furniture,  materials,  flowers,  old  panelling, 
carpets,  and  all  the  other  clutter  of  a  Victorian  interior. 

Children  also  feature  in  many  of  Edith's  pictures 
(Nos.  12  and  13)  but  she  had  more  of  a  taste  for 
subjects  involving  sport.  Boating  and  punting  parties 
were  frequent  subjects,  also  shooting,  although  she 
preferred  to  depict  the  relaxation  after  the  day's  sport 
(The  Sportsman's  Luncheon  etc.)  rather  than  the  sport 
itselt.  Similarly  one  of  her  most  delightful  pictures 
A  Summer  Shower  (No.  10  and  cover)  shows  a  tennis 
party  taking  rctugc  from  the  rain.  To  my  mind  this  is 
one  of  the  most  charming  genre  scenes  of  the 
nineteenth  century,  a  rustic,  anglicised  version  of 
Tissot.  It  is  wonderfully  redolent  of  an  English  summer 
afternoon,  with  sets  of  inconsequential  tennis, 
showers,  lemonade,  and  tea  doubtless  to  follow 
(No.  11). 

Although  Edith  had  no  trouble  selling  her  pictures, 
and  even  sold  one  to  the  Walker  Art  Gallery  in 
Liverpool,  she  gave  up  painting  about  1900,  when  she 
married  the  Rev.  Bruce  MacKay.  They  lived  in 
Wallingford  for  a  time,  before  moving  to  Sutton 
Courteney,  where  her  husband  was  vicar  for  many 
years.  In  later  years  she  never  spoke  about  her  paint- 
ings, and  her  grand-daughter  told  me  she  never  knew 
her  grandmother  painted  at  all,  until  after  her  death. 
Her  paintings  were  so  bound  up  with  Castle  Priory 
and  the  life  the  Hayllars  led  there  that  she  seems  to 
have  lost  her  inspiration  after  leaving  it.  Similarly, 
James  Hayllar  and  Jessica  only  painted  small  sketches 
and  flower  pieces  after  the  move  from  Castle  Priory  in 
1 899.  Mary  and  Kate  also  stopped  painting  about  this 
time.  The  house  seems  to  have  put  a  spell  on  them  all, 
which  was  broken  when  they  left.  Also  painting 
together  as  a  family  must  have  stimulated  mutual 
inspiration,  which  faded  after  the  family  was  split  by 
moves  and  marriage. 
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9.  Jessica  Hayllar.  Finishing  Touches. 
Photograph :  Hayllar  family  records. 

Exhibited  at  the  Institute  of  Oil  Painters  in  1S87. 

The  girl  at  the  easel  is  Edith,  and  the  setting  is  the  hall  at 

Castle  Priory,  the  family's  favourite  painting  place. 

10.  Edith  Hayllar.  A  Summer  Shower, 
Signed  and  dated  1883. 20  X  165  inches,  011  board. 
Collection  Malcolm  Forbes,  New  York. 

Exhibited  at  the  Royal  Academy  in  1883.  One  of  Edith's  most 
charming  pictures,  and  redolent  of  an  English  summer 
afternoon. 


Kate  and  Mary  Hayllar 

The  painting  careers  of  Kate  and  Mary  (Nos.  3  and  4) 
were  brief,  so  there  is  not  a  great  deal  to  say  about  them. 
Also,  the  photographs  of  their  pictures  in  the  family 
records  were  not  good  enough  to  reproduce  here.  Kate 
and  Mary  did  not  have  the  talent  of  their  elder  sisters, 
and  their  pictures  did  not  get  much  beyond  the  still  life 
stage.  Kate  painted  only  still  life  and  flower  subjects, 
and  exhibited  at  the  Royal  Academy  from  1885  to 
1898.  Her  first  exhibited  picture  was  bought  by  the 
Princess  of  Wales.  About  1900  Kate  too  gave  up 
painting.  She  never  married,  and  became  a  nurse. 
Mary's  career  was  the  shortest  of  all.  She  exhibited 
still  lives  and  child  subjects  at  the  Royal  Academy 
from  1880  to  1885,  then  gave  up  about  1887,  after 
marrying  Henry  Wells.  She  speedily  had  several 
children,  who  posed  for  Jessica's  picture  called  Kittens 
(No.  8).  Mary's  pictures  were  more  ambitious  than 
Kate's,  and  show  great  talent,  not  however  to  be 
fulfilled.  After  her  marriage  she  did  continue  to  paint 
miniatures  of  children. 

The  Hayllar  girls  were  talented  amateurs,  excep- 
tionally talented  in  the  case  ofjessica  and  Edith,  and 
this  to  some  degree  accounts  for  the  charm  of  their 
works.  They  have  a  freshness  and  directness  of 
observation,  which  may  well  be  the  result  of  lessons 
from  father  at  home,  rather  than  the  often  deadening 
formalism  of  Victorian  art  schools.  They  belonged  to 
no  school;  they  did  not  aspire  to  what  Thackeray  in 
The  Newcomes  calls  "igh  art'  or  'the  Hantiquc'.  They 
simply  recorded  the  life  going  on  around  them  in  a 
small  corner  of  Berkshire  with  the  delicate  subtlety  of 
female  novelists.  Their  pictures  deserve  to  be  remem- 
bered, if  for  no  other  reason,  as  among  the  best 
documentary  records  of  Victorian  family  life  in  the 
country. 


11.  Edith  Hayllar.  Afternoon  Tea. 
Photograph :  Hayllar  family  records. 

Exhibited  at  the  Royal  Academy  in  1895.  A  favourite  subject  with  the  whole  family. 

12.  Edith  Hayllar.  Jack  Ashore. 
Photograph :  Hayllar  family  records. 

Exhibited  at  the  Royal  Academy  in  1887.  Painted  in  the 
boathouse  on  the  Thames  at  Castle  Priory. 


13  -  Edith  Hayllar.  Tommy's  School  Hamper, 
Signed  and  dated  1890.  21  X  17  inches,  on  board. 
Collection  oj  the  author. 

One  of  Edith's  younger  brothers  was  called  Thomas, 

so  presumably  it  is  his  school  hamper  that  is  being  packed  with 

fruit  cake,  oranges,  and  blackcurrant  jam. 

14.  Edith  Hayllar.  A  Toast. 
Photograph :  Hayllar  family  records. 

James  Hayllar  is  proposing  the  toast,  with  Mrs.  Hayllar  on  his 
left;  the  three  girls  are  Jessica,  Kate  and  Mary. 


JOSEF  GSAKY: 
VPIONEEROF 
MODERN  SCI  LPTl  RE 

Felix  MarciUiac 

The  recent  retrospective  exhibition  ot  Csaky,  organised  by  Depot  15  in  Paris  last  autumn1 
and  the  first  catalogue  which  appeared  on  that  occasion,2  allow  us  to  pay  tribute  to  this 
pioneer  of  modem  sculpture,  "without  whom  it  would  be  impossible  to  explain  the  evolution 
of  sculpture  since  Rodin's  innovations. 


Head  of  a  woman 
trying  a  glass  to 
ha  lips. 

Gouache  on  paper, 
1919- 

Collection  Felix 
MarciUiac,  Paris. 


saky  at  first  applied  die  principles  of  pictorial 
Cubism  to  his  art.  Using  these  new  aestherics 
-4  as  a  spring-board,  he  invented  and  developed 
his  own  rules.  The  choice  of  Csaky's  work  exhibited  by 
Depot  15,  covering  more  than  a  hali-century  (191 3- 
1964)  clearly  show  the  extreme  importance  ot  Cubism 
in  all  sculpture  of  the  first  halt  of  the  twentieth  century. 

Born  in  Szeged  in  Hungary  on  March  18, 18S8,  Josef 
Csakv  died  in  Paris  in  1971.  His  training  began  at  the 
Ecole  Superieure  des  Arts  Decoratits  in  Budapest.  Dis- 
appointed by  their  teaching  methods,  he  left  the  uni- 
versity but  received  a  number  ot  commissions  after 
having  learned  to  model  and  cut  stone  on  worksites.  In 
order  to  perfect  his  autodidactic  training  and  to  con- 
tinue his  research,  he  decided  to  leave  for  Paris. 

He  arrived  in  the  summer  ot  1908,  having  travelled 
by  foot.  He  settled  in  La  Ruche3  where  he  met  a  group 
of  young  artists  as  poor  and  impassioned  as  himselt.  He 
made  friends  with  Braque  and  Picasso  and  tollowed 
them  in  the  Cubist  adventure.  He  exhibited  at  the 
Salon  d'Automne  from  191 1  onwards  and  participated 
at  the  exhibition  of  "La  Section  d'Or'4  in  191 2.  His 
work  at  the  191 2  Salon  created  as  great  a  scandal  as 
Duchamp-Villon  s  "Maison  Cubiste'3.  He  deliberately 
applied  the  Cubist  theories  to  his  sculpture,  making  him- 
self the  theoretician  ot  the  movement.  He  edited  the 
magazine  Monjoie  with  Canudo.  When  the  war  broke 
out,  he  enlisted  as  a  volunteer  in  die  French  army  and 
abandoned  his  sculpture  until  19 iS.  On  his  return  to 
civilian  life,  he  made  abstract  pieces,  using  cones,  cylin- 
ders, discs  and  spheres.  These  'mechanical'  construc- 
tions were  succeeded  by  a  series  ot  analytical  pieces.  In 
1919,  he  was  introduced  to  Leonce  Rosenberg,  tounder 
of  the  'Galerie  de  I'EfFort  Modernc.'0  He  also  worked  tor 
Marcel  Coard,7  another  director  of  the  gallery.  They 
collaborated  over  furniture  widi  simple  oudincs  into 
which  were  integrated  decorative  elements  sculpted  in 
wood,  marble  or  glass.  From  this  period  date  Ins  sculp- 
ted polychrome  bas-reliefs  with  symbolist  and  abstract 
motifs.  While  using  human  forms,  he  achieved  the 


impression  of  a  'bursting-out'  into  space  by  dissociating 
the  masses  from  the  block.  At  the  same  time,  a  number 
of  refined  Mannerist  works  led  him  away  from  the  use 
ot  geometric  forms :  his  cubism  softened.  Between  1927 
and  1928,  he  created,  in  collaboration  with  a  group  of 
artists,  certain  decorative  elements  for  Jacques  Dou- 
cet's  studio  (No.  1 1). 

From  1929,  his  return  to  lyricism  was  accentuated. 
He  specifies  mass  and  form,  with  sharp  delineations  and 
explicit  volumes.  His  monumental  works  are  more 
serene,  almost  austere.  This  tendency  was  confirmed 
after  his  voyage  to  Greece  in  1935,  when  supple,  un- 
dulating and  weightless  tonus  followed  the  massive 
volumes.  He  defined  the  structural  lines  of  his  sculp- 
tures in  a  sort  ot  graphism,  remaining  faithful  to  this 
movement  and  liberty  of  torrn,  to  this  retound  light- 
ness, refusing  to  consider  a  work  ot  art  for  anvthin<£ 
other  than  itselt,  Csaky  set  himselt  new  formal  prob- 
lems all  his  life. 

Sculpture,  like  painting  and  architecture,  obeys  cer- 
tain laws,  which  illustrate  the  tendencies  of  die  period 
in  which  thev  occur.  The  sculptural  style  of  Csaky,  his 
evoluation  through  Cubism,  Abstraction,  and  his  re- 
turn to  the  figurative,  represents  fifty  years  of  research 
and  self-questioning.  Rodin's  contribution  was  ex- 
pressed in  the  naturalistic  representation  of  the  human 
torm.  Early  on,  however,  Csaky  grew  away  from 
Rodin  s  influence,  deliberately  rejecting  his  naturalism. 
Cubist  painting  posed  a  problem  ot  three-dimensional 
torm,  giving  autonomy  to  the  flat  surface  ot  the  canvas, 
whUe  transterring  to  it  the  possibility  ot  spatial  trans- 
position. Sculptures,  by  essence  three-dimensional, 
must  transpose  the  principles  of  painting,  at  the  risk  of 
only  being  Cubist  paintings  in  space.  This  curious  para- 
dox has  led  certain  art  historians  to  say  that  Cubist 
sculpture  does  not  exist.  Csaky,  however,  formed  his 
own  rules  dirough  the  analytical  and  then  synthetic 
evolution  ot  Cubism. 

Aldiough  he  sculpted  between  191 1  and  1914,  only 
two  examples  of  his  Cubist  works  before  1 914  are 
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known,  Figure  de  femme  debout9  of  191 3  (collection, 
Musee  d'Art  Modcrnc,  Paris)  and  Tete  of  1914  (No.  1). 
In  these,  the  human  figure  has  a  volumetric  simplifica- 
tion which  dispenses  with  all  secondary  details.  Trans- 
posed to  sculpture,  this  condensation  of  the  block,  in 
overlapping  monolithic  masses,  corresponds  exactly  to 
the  analytical  steps  of  Braque  and  Picasso  between  1909 
and  1913.  Csaky  used  dislocated  masses  which  were 
brought  to  life  by  the  play  of  light.  The  precise  solid 
angles  of  intersection  limit  the  sharply  defined  planes, 
the  jutting-out  volumes  or  the  depressions.  This  cutting 
up  into  geometric  pieces  by  the  contrast  of  hollows  and 
projections  reminds  one  of  Cezanne's  geometric  frag- 
mentation transposed  into  space.  Comparing  the  Tete 
(No.  2)  in  plaster  in  the  Musee  de  Szeged  dating  from 
191 1,  and  the  Tete  of  191 4  (No.  1),  one  is  struck  by  a 
certain  resemblance.  The  former,  of  an  academic  natur- 
alism, is  treated  in  the  Expressionist  manner.  Rodin's 
influence  is  obvious,  while  that  of  1914  is  reduced  to  a 
monolithic  block.  The  face  seems  to  be  the  same:  an 
identical  construction,  the  same  way  of  posing  the  head 
with  relation  to  the  axe  of  the  shoulders,  the  structural 
lines  are  similar  (bulging  forehead,  sharp  edge  of  the 
nose,  pronounced  chin).  By  simplifying  these  volumes 
and  suppressing  the  anatomical  details,  Csaky  succeeds 
in  expressing  the  presence  of  the  sightless  face  with 
more  force  and  intensity.  The  integration  of  light  in  the 
Cubist  head  is  stronger,  the  whole  effect  more  brutal. 
The  sculpture  is  not  isolated  in  space:  its  vanishing 
points  prolong  its  structure  and  affirm  its  presence.  The 
1914  head  translates  Rodin's  discoveries  into  modern 
terms.  Csaky,  however,  never  broke  with  the  immedi- 
ate past;  he  referred  to  it  as  much  as  possible.  The 
analysis  of  the  human  hgure  is  at  the  same  time  an 


analysis  of  form  and  of  dynamics.  This  fragmentation 
oi  the  surfaces,  this  interpenctration  of  the  masses,  and 
breaking-up  of  forms,  lead  to  a  spatial  explosion  of  the 
sculpture. 

In  these  two  Cubist  works,  the  woman's  body  and 
the  man's  head  only  refer  to  the  human  figure.  The 
sculptures  exist  separately  from  the  model  which  they 
wish  to  reproduce  by  anology,  and  are  spatially  un- 
related to  each  other.  They  are  among  the  most  success- 
ful Cubist  sculptures.  At  this  time,  Cubist  painting  was 
trying  to  restore  autonomy  to  the  flat  surface.  In  his 
works,  which  are  spatial  by  nature,  Csaky  escaped  the 
transposition  of  volumes  in  the  stone  by  giving  the 
mass  its  autonomy  in  relation  to  the  subject.  During 
the  war,  Csaky  ceased  all  activity.  We  can  presume, 
however,  that  he  thought  only  about  his  sculpture 
while  continuing  to  draw.  Returning  to  civilian  life  in 
191 8,  he  started  to  work  again.  His  analysis  of  the 
figure's  dynamics  led  him  to  the  problem  of  deplace- 
ment  by  the  shattering  of  volumes.  The  mass  becomes 
one  with  the  voids  which  it  creates  and  surrounds. 

Using  simple  geometric  forms,  he  constructed  assem- 
blages whose  apparent  lack  of  balance  only  accentuate 
their  dynamism.  These  contrasts  of  form  without  ap- 
parent limit  can  be  prolonged  indefinitely.  In  all  these 
complex  and  dynamic  structures,  the  internal  move- 
ment and  the  decoding  of  the  form  are  revealed  by 
light,  which  defines  the  volume  and  fixes  the  sculpture 
in  space.  In  Abstraction  of  191 9  (collection  Musee  des 
Beaux-Arts,  Liege),  the  reference  to  the  human  figure 
seems  to  be  absent.  However,  it  seems  possible  to  give 
to  all  these  abstract  compositions  of  this  period  a  figur- 
ative interpretation  (No.  3).  Cones  recall  legs,  a  torso, 
arms,  while  a  head  is  represented  by  a  sphere.  Morc- 
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3.  Figure  abstrait. 
Original,  stone  1919. 
Collection  Anthony 
Roland,  London. 

4.  Tetecubistc. 
Original  stone,  1920. 
Collection  Michel 
Perinet,  Paris. 


over,  one  cannot  imagine  that  someone  who  loved  the 
human  hgure  so  much  would  give  it  up.  His  vision  of 
the  world  was  made  more  mechanical  by  the  war;  his 
friend  Leger  used  this  formal  language  too  in  his  Con- 
trastes  de  formes.  Csaky's  drawings  of  this  period  (see 
colour,  p. 10),  rare  though  they  may  be,  always  recall 
the  human  form  while  using  geometric  volumes.  This 
step  is  also  found  in  the  synthetic  works  of  the  Cubist 
painters.  Only  keeping  from  his  inhuman  transforma- 
tion of  the  world  whatever  could  be  translated  into 
sculpture,  Csaky  carried  out  his  own  personal  vision  ot 
the  problem  of  the  contrasts  of  form  in  the  Cones  et 
spheres  of  1919  (collection  Vicomte  dc  Noaillcs)  and  in 
Formes  (see  Csaky  by  Waldemar  George  1930).  In  his 
Tete  cubiste  of  1920  (No.  4),  the  organic  unity  of  the 
volume  and  space,  the  dissociation  of  the  volume  and 
the  mass,  paradoxically  leads  Csaky  to  the  possible 
limits  of  Cubist  sculpture,  even  to  the  end.  The  volume 
is  not  defined  by  a  space  which  limits  and  outlines  it,  as 
space  itself  is  then  defined  as  volume.  These  inversions 
of  solids  and  blanks  are  one  of  the  major  inventions  of 
sculpture  of  the  time.  This  period  was  marked  by  an 
exhibition  organised  by  Leonce  Rosenberg  in  1921  at 
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the  'Galeric  de  l'Effort  Moderne':  Les  Mattrcs  de  Cttb- 
ismc.  Csaky  exhibited  all  his  recent  works  with  those  of 
Braque,  Picasso,  Gris,  Herbin,  Laurens,  Leger,  MetzirP 
gcr,  Severini,  Survage,  Valmier,  Gleizes  and  Mondrian. 

Having  succeeded  in  transposing  Cubist  pictorial 
rules  into  actual  space,  without  distorting  his  own  art, 
Csaky  then  concentrated  on  the  flat  surface.  From  1920 
onwards,  he  applied  himself  to  making  a  scries  of  bas- 
reliefs.  Theoretically,  despite  its  three-dimensional  cha- 
racter, the  relief  belongs  fundamentally  to  the  domain 
of  the  pictorial;  Archipenko  and  Laurens  had  already 
tackled  this  problem.  On  the  advice  of  his  friend  Leon- 
cc  Rosenberg,  Csaky  used  the  bas-relief  to  illustrate  a 
more  easily  understood  Cubism.  Taking  Egyptian  sculp- 
tures as  a  source  of  inspiration,  Csaky  worked  with  a 
very  fine  white  stone,  terracotta  or  marble,  which  he 
heightened  in  polychrome.  The  blocks  he  used  were 
small  and  shallow.  These  sculptures  are  compositions  of 
plaques  whose  thickness  allows  one  to  differentiate  be- 
tween two  or  three  parallel  superimposed  planes.  The 
subject  generally  only  covers  a  small  part  of  the  block 
and  its  isolation  in  relation  to  space  is  accentuated  by 
the  surround  into  which  it  has  been  chiselled.  Based  on 
the  principles  of  frontality,  the  art  of  the  bas-relief 
necessitates  a  precise  study  of  the  total  form  of  the 
subject.  The  object  has  to  be  shown  in  the  round  and 
not  just  on  the  facing  side.  The  chiselled  silhouettes  on 
the  block  are  always  legible  and  must  suggest  the  third 
dimension.  The  different  planes  of  a  bas-relief  form 
volumes  and  not  the  lines  of  a  drawing.  Breaking  away 
from  the  spatial  idea  of  global  roundness,  Csaky  arran- 
ged on  one  face  all  the  links  between  the  individual 
elements.  Unity  is  realised  in  this  interior  space  by  the 
arrangement  ot  these  forms  against  the  outward  space. 
Using  the  chiselled  area,  he  created  the  plaque's  own 
space  by  presenting  a  first  flat  polished  plane  against  a 
second  matt  and  shadowy  one,  an  effect  of  contrasts 
similar  to  that  of  Egyptian  bas-reliefs.  Certain  parts 
were  coloured  in  order  to  highlight  them,  whereas 
others  were  painted  blue  or  black  to  throw  them  into 
the  background.  The  first  plane  must  strike  the 
imagination,  while  the  lateral  planes  must  lead  it  behind 
the  plaque.  The  bas-relief  is  a  screen  but  also  a  perpen- 
dicular passage  to  the  infinite  (No.  5).  The  ground  is 
never  treated  like  a  neutral  surface,  but  drawing  to- 
gether the  different  isolated  parts,  it  links  the  composi- 
tion on  a  spatial  basis.  It  is  therefore  possible  to 
understand  the  sculpture  in  all  its  aspects  without  actu- 
ally having  to  go  round  it. 

Certain  works  sculpted  in  the  round  at  the  same 
period,  which  treat  the  same  subject  matter  (No.  6) 
arc  not  any  more  forceful.  The  statuette  of  a  woman 
w  hich  belonged  to  Jacques  Doucet  and  the  bas-relief 
illustrated  represent  the  same  human  figure.  The  shal- 
low or  deep  grooves  accentuate  the  volumetric  links 
between  the  different  planes  more  than  the  eye  would 
in  space.  Certain  anatomical  details  like  the  hair,  the 
shoulder,  the  curve  of  the  face,  arc  underlined  by  lines 


5.  Bas-relief.  Polychrome  stone,  1921.  Private  collection,  Paris. 
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in  relief.  These  figures  seem  empty  of  any  sensuality. 
At  the  same  time  he  made  a  certain  number  of  pieces 
which  are  even  more  abstract,  using  the  same  tech- 
nique. Besides  these  severe  works,  Csaky  made  a  group 
of  little  figures  in  a  much  more  anecdotal,  mannerist 
and  affected  style,  some  of  which  were  African-inspired 
(No.  7). 

Csaky  treated  the  animal  world  with  the  same  sever- 
ity as  the  human  figure.  Simplifying  the  forms  accord- 
ing to  the  structural  lines  of  the  model,  he  sculpted  a 
lionness's  head  in  granite  which  accentuated  its  a^rcs- 
sivity.  The  choice  of  material  wras  always  important  for 
Csaky,  the  grain  of  the  stone  corresponding  to  the 
nature  of  the  subject.  In  1928  Csaky  seemed  to  have 
abandoned  all  geometric  and  abstract  research.  His 
works  show  a  marked  return  to  the  figurative.  Treated 
in  a  mono-volumetric  way,  without  the  combination 
of  multiple  and  heterogeneous  forms,  these  adolescents 
with  their  heavy  and  sensual  bodies  become  an  obses- 
sion during  his  forties  (No.  8).  The  planes  still  have 
knife-edged  angles,  but  the  passage  from  one  plane  to 
another  is  softened,  the  transition  becoming  more  sub- 
tle. The  pieces  give  out  a  certain  serenity.  His  mature 
work  is  peaceful,  as  though  he  had  given  up  the  strug- 
gle and  retired  within  himself.  His  Adam  ct  Eve  (No. 
9),  executed  in  1930,  is  the  most  advanced  sculpture  of 


this  period.  Csaky  remained  faithful  to  these  forms 
until  his  death.  While  accentuating  a  sort  of  'spatial 
Baroque'  by  volumes  with  mobile  curving  lines,  whose 
spirals  and  sinuous  roundness  arc  combined  with  over- 
lapping and  broken-up  forms,  the  displaced  axes  have 
unifying  twists  of  profile  and  light.  He  left  prismatic 
surfaces  for  more  sensual  forms  better  adapted  to  the 
theme  of  the  woman. 

Csaky  thus  arrived  at  simplified  aesthetics  of  space 
and  volume  in  linked  structures.  The  forms  generate 
others  and  progress  in  the  enveloped  space.  These 
strong  pieces  mark  a  fading-out  in  the  work  of  Csaky; 
a  peaceful  force  takes  over  from  the  complicated  re- 
search of  cubism  and  abstraction.  After  his  prolonged 
stay  in  Greece  in  1935,  he  became  even  more  concerned 
with  the  sense  of  movement  and  his  sculptures  become 
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9.  Adam  et  Eve. 
Original  marble, 
1933- 

Collection  Felix 
Marcilhac,  Paris. 


10.  La  danseuse. 
Bronze,  1940. 
Collection  Depot  15, 
Paris. 


frankly  curvilinear.  The  Danseusc  (No.  10)  which  dates 
from  1940  and  of  which  he  offered  an  example  in 
bronze  to  his  home  town  at  the  moment  of  his  eight- 
ieth birthday,  is  full  of  movement  and  life. 

In  this  last  phase,  movement  is  the  essential  element 
in  Csaky's  art,  animating  all  his  works.  His  objective  is 
not  to  imitate  but  to  express.  Life  is  an  essential  factor 
in  his  art.  The  essence  of  the  gesture,  of  the  attitude  or 
the  expression,  is  accentuated.  The  sculptor  establishes 
the  volumes  and  the  planes  in  such  a  way  that  the  light 
slides  along  the  proffered  surfaces,  while  outlining  and 
enveloping  those  which  it  reveals.  The  works  are  there- 
fore bathed  in  an  atmosphere  of  clarity  and  transparent 
shadow.  They  therefore  take  on,  with  violence  or  hard- 
ness, a  monumental  aspect. 

Temperamentally,  Csaky  was  above  all  a  sculptor. 
To  create  was  necessary  to  him.  Even  during  the  most 
miserable  moments  of  his  existence,  particularly  those 
at  the  end  of  his  life,  the  unceasing  activity  always  kept 
him  going.  This  'fabricando  fiber'  would  alone  be 
enough  to  justify  his  important  place  in  the  history  of 
art.  Having  played  an  active  part  in  modern  sculpture 
for  more  than  a  half-century,  and  having  deliberately 
applied  the  Cubist  theories  to  sculpture,  Csaky  remains 
for  certain  people  the  'illustrator  of  Cubism'.  However, 
when  one  checks  to  see  how  much  he  owed  to  his  con- 
temporaries or  his  predecessors,  it  is  obvious  that  his 
personality  remained  untouched.  Whatever  his  rela- 
tionship to  various  artists,  great  masters  or  otherwise, 
he  depended  on  no  one. 


NOTES 

1.  Depot  15, 15  rue  Saint  Denis,  Paris,  Ier.  Exhibition  Csaky. 

2.  October  15  to  December  15, 1973. 

Donald  Karshan,  Csaky,  text  in  French  and  English,  a  very 
full  monograph,  which  places  Csaky  in  the  artistic 
surroundings  of  Paris  at  the  beginning  of  the  century,  and 
situates  him  in  relation  to  the  other  sculptors,  principally 
Archipenko  and  Laurens.  Followed  by  a  bibliography  and 
the  illustrations  of  the  works  chosen  for  this  retrospective 
exhibition. 

3.  La  Ruche  was  the  building  constructed  by  Eiffel  to  house  the 
Wine  Pavilion  at  the  Universal  Exhibition,  Paris,  in  1900. 
It  had  a  metal  framework  and  was  moved  after  the 
exhibition  and  used  as  studios  by  young  artists. 

4.  La  Section  d'Or  was  the  Salon  organised  by  Marcel 
Duchamps  in  reaction  against  the  Salon  des  Indepcndants, 
who  had  refused  his  Nit  descandant  Vescalier.  The  name, 

La  Section  d'Or,  was  suggested  by  Jacques  Villon,  a  fervant 
reader  of  Pacioli  and  his  treatise  on  the  Divine  Proportion, 
and  an  admirer  of  Leonardo  da  Vinci. 

5.  This  architectural  project  was  realised  by  the  architect 
Andre  Mare  in  collaboration  with  Duchamp-Villon  and 
other  sculptors  in  order  to  demonstrate  the  integration  of 
the  new  aesthetics  in  everyday  life. 

6.  Galcrie  de  I'Effort  Modeme  was  created  by  Leonce  Rosenberg 
to  take  over  the  defence  of  Cubism  from  Kahnweiller. 

It  was  at  19  rue  de  la  Baume,  Paris  8e.  Rosenberg  published 
a  bulletin  in  which  all  the  Cubist  artists  of  the  time, 
regardless  of  their  origin,  participated  with  articles. 

7.  Director  of  the  gallery  bearing  his  name  in  the  Avenue 
Matignon,  Paris,  he  became  one  of  the  most  celebrated 
decorators  of  his  time.  He  designed  contemporary  furniture, 
sometimes  inspired  by  negro  African  art,  using  precious 
materials.  Born  in  Paris  in  1 889,  he  lives  near  Paris. 

8.  Jacques  Doucet,  celebrated  dress  designer  of  the  beginning 
of  the  century,  used  his  fortune  to  promote  the  art  of  his 
time.  He  bought,  among  other  revolutionary  paintings, 
Picasso's  Les  Demoiselles  d' Avignon  (Collection  New  York 
Museum  of  Modern  Art). 

9.  In  Waldemar  George's  book  Csaky,  this  sculpture  is  given 
the  name  Figure  habillee. 


STUART  DEVLIN  AND 
THE  IDEA  OF  RICHNESS 


David  Coombs 


Stuart  Devlin  was  born  in  1931  at  Gcelong  in  Australia  from  parents  of  Scottish!  Irish  descent. 

This  background  explains  something  of  the  apparent  contradictious  in  his  work  —  which  is  extremely  confdent, 

even  assertive,  in  character,  yet  with  an  underlying  sensitivity  and  occasional  humour  or  whimsy. 


W  ~W       hilst  still  a  boy  Devlin  was  fascinated  by 

%     %      the  problems  involved  with  having  an 
f      y     idea,  and  then  of  having  to  make  it 
work.  He  recalls  making  a  lock  as  a  child  -  but  in 
wood,  which  was  as  far  as  his  knowledge  of  technology 
would  allow  him  at  the  time.  He  was  determined  to  be 
a  designer.  A  series  of  scholarships  took  him  through 
art  school,  until  at  the  age  of  seventeen  he  left  for  two 
years  practical  training  as  a  silversmith  with  T.  Gaunt 
and  Company  in  Melbourne. 

The  inevitable  career  for  such  a  talented  student  was 
in  teaching,  where  he  embraced  a  whole  range  of 
subjects  -  painting,  sculpture,  dress  design  and  pottery, 
as  well  as  silvcrsnh thing.  Then  in  1958,  after  another 
period  of  intense  study,  and  with  a  selection  of 
travelling  scholarships,  he  came  to  the  Royal  College 
of  Art  in  London.  There,  with  typical  independence  of 
mind,  he  studied  light  engineering  design  as  well  as 
gold  and  silversmithing. 

Devlin's  quality  was  quickly  recognised.  In  i960 
The  Worshipful  Company  of  Goldsmiths,  tbrough  its 
Art  Director  Graham  Hughes,  commissioned  from 
him  a  large  silver  centrepiece  to  commemorate  the 
Tercentenary  of  the  Royal  Society.  In  the  same  year  he 
was  awarded  a  fellowship  at  Columbia  University, 
New  York,  where  he  was  provided  with  a  studio  and 
the  opportunity  to  develop  his  interest  in  sculpture. 
He  travelled  all  over  the  United  States  lecturing  and 
studying  and  in  1962  had  a  one  man  show  of  his 
sculpture  at  the  Thibaut  Gallery  in  New  York. 
Also  in  1962,  with  an  American  wife,  Stuart  Devlin 
returned  to  Australia.  The  next  year,  in  competition 
with  five  other  designers,  he  won  the  commission  for 
designing  his  country's  new  decimal  coinage.  A  visit  to 
London  in  1964  to  supervise  the  making  of  the  dies  for 
the  decimal  coins  at  the  Royal  Mint,  finally  convinced 
Stuart  and  Kim  Devlin  that  they  ought  to  settle  here. 

Despite  a  lucrative  post  as  a  State  Inspector  of  Art 
and  an  assured  career,  Stuart  Devlin  had  been  feeling 
more  and  more  constrained  by  teaching.  His  own 
experience  and  instincts  were  out  of  sympathy  with 
the  autocratic  attitude  to  life  and  its  problems  that 
teachers  develop.  A  commission  from  Melbourne 
University  for  a  new  mace  in  1965  gave  him  the 


opportunity  to  leave  Australia  for  London:  where  his 
wife  still  handles  the  administrative  side  of  the 
business,  whose  workforce  has  now  grown  to  a  total 
of  forty-three. 

Exhibitions  of  Stuart  Devlin's  silver  have  been  held 
regularly  since  1966,  first  at  Cartier  in  New  York  and 
then  at  Collingwood  in  London.  His  commissions 
include  university  maces,  civic  regalia,  centrepieces  for 
business  houses,  ceremonial  silver  for  the  City 
University  of  London,  ecclesiastical  silver  for  Canter- 
bury Cathedral,  and  work  for  many  private  patrons. 
In  1973  he  opened  his  own  showroom  near  his 
workshops  in  Clerkenwcll  on  the  borders  of  the 
City  of  London. 

In  one  way  silversmithing  is  almost  incidental  to 
Devlin's  basic  drive  to  have  ideas  and  to  make  them 
work.  It  just  so  happens  that  it  was  silversmithing  that 
gave  him  the  opportunity  for  what  he  describes  as 
'creative  thinking'.  He  thinks  of  himself  first  or  all  as  a 
designer;  and  in  common  with  all  those  who  depend 
on  ideas  for  their  living  is  virtually  a  prisoner  of  them, 
as  much  through  the  tensions  of  finding  ideas  and 
solving  them,  as  through  the  worry  that  he  may  not 
have  any  more  of  them  tomorrow.  He  is  perpetually 
restless.  He  feels  he  has  something  to  offer  and  that  this 
is  sufficient  justification  for  his  life;  in  the  creation  of 
the  idea  of  'richness'  especially,  he  feels  a  strong  sense  of 
achievement. 

This  outwardly  simple  idea  of  'richness'  grew  from 
Devlin's  own  dissatisfaction  with  the  appearance  of 
plain  polished  or  satin  finished  silver  -  which  even  for 
an  expert  can  be  very  hard  to  distinguish  from 
stainless  steel.  He  felt  this  to  be  a  waste  of  a  material 
that  of  its  essence  should  give  an  extra  quality  to  life. 
His  eventual  idea  of  applying  some  sort  of  additional 
texture  to  the  plain  surface  of  the  silver  (see  colour) 
was  a  direct  development  of  his  experience  as  a 
sculptor. 

Stuart  Devlin's  motto  as  far  as  his  own  work  is 
concerned  is  'simplicity,  richness,  elegance'.  This 
individual  approach  is  shared  by  all  his  craftsmen  so 
that  they  are  able  in  many  cases  to  develop  an  idea 
with  the  minimum  of  direction,  and  in  this  way  to 
participate  in  the  process  of  design. 


One  of  a  pair  of  twent 
one  light  candelabra. 
The  whole  of  the  stem  at 
the  foot  is  textured  with 
molten  silver  applied  aftt 
const  ruction  and  then  gilt 
The  tracery  arms  are 
gilt  on  the  inner  surfaces 
and  silver  on  the  outer, 
with  silver  candlcholdcrs 
These  arc  examples  of 
'fabrication',  being  made 
from  many  separate  pica 
Height:  48  inches  overal 
Weight:  140  oz.  appro* 
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1.  Pair  of  ewers,  each  hand-raised  from  a  single  flat  sheet. 
The  textured  surfaces  are  applied  after  the  raising  has  been 
completed  and  are  then  gilded.  The  lower  parts  of  the  bodies 
have  been  planished  with  a  polished  hammer  and  the 
junctions  with  the  textured  surfaces  have  been  chased. 

The  top  edges  of  the  ewers  are  caulked  (hammered  bach  on 
themselves  Jor  strength  -  one  of  the  main  indications  oj  a 
hand-raised  piece)  and  have  separately  made  foot  wires 
silver-soldered  to  the  bodies.  Each  ewer  holds  two  bottles  of 
wine;  no  handles  arejelt  necessary  as  the  slimness  of  the 
neck  and  the  tactile  quality  of  the  textured  surface  are 
inviting  enough  so  that  the  hand  directly  supports  the 
weight  when  pouring. 
Hcioht :  1 3  inches. 
Weight:  37  oz.  each. 

2.  Water-lily  centrepiece.  The  leaves  and flowers 
appear  to  float  in  a  polished  silver  bowl.  The  flowers  are 
gilded  and  the  leaves  oxidised  in  reds,  purples  and  blues  by 
chemically  treating  the  surface  of  the  silver;  they  can  be 
rearranged  at  will  or  some  removed  to  make  room  for  real 
flowers,  and  the  supporting  grid  can  be  lifted  out  for  the 
bowl  to  be  used  as  a  separate  piece.  There  is  provision  for 
standard  size  candlesticks  as  ivell  as  the  tapersticks. 
Diameter:  lj  inches. 

Weight:  120  oz.  approx. 

3.  Flatware.  Tetrahedron  pattern,  all  silver  with  bright 
hammer-textured  handles  ( those  in  the  photograph  bear  a 
customer's  crest).  Each  item  is  individually  hand-forged, 
possibly  one  of  the  rarest  forms  of  craftsmanship  in  the  world 
today;  the  knives  have  stainless  steel  blades  silver-soldered 
on  to  the  handles.  This  pattern  is  an  example  of  an 
'anti-design'  concept:  the  polished  sides  take  the  colour  of 
the  surface  they  are  lying  on  so  that  they  appear  slimmer  and 
more  elegant  than  their  useful  function  permits. 

Length:  8\  inches  (example). 
Weight:  2\  oz.  (example). 

4.  Wine  goblets  for  white  wine,  champagne  and  claret. 
The  bowls  are  hand-raised  from  flat  sheets  and  have 
caulked  edges.  The  stems  are  hand-forged  which  allows 
them  to  be  made  in  this  delicate  shape  as  the  silver  is  more 
springy  and  thus  less  likely  to  break  than  when  cast;  they 
have  a  bright  collet-hammered finish.  The  bowls  arc  joined 
to  the  stems  with  caryatic figures:  an  idea  that  has 
developed  out  of  their  use  on  the  jewels  ( see  No.  10). 
Height:  j\,  g\,  6\  inches  approx. 

Weight:  10  oz.  approx. 

5.  Agate  sliced  box.  The  shape  of  the  box  has  been 
dictated  by  the  natural  shape  of  the  agate;  the  surface  of  the 
silver  has  a  carved  texture  which  has  then  been  gilded. 
This  is  a  good  example  of small-working :  that  is  work 
made  by  craftsmen  specialising  in  pieces  with  joints 

( hinges).  See  also  the  clock  and  the  Easter  egg  ( Nos.  8&  g). 

Width :  g\  inches. 

Weight:  silver  30  oz.  approx. 
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6.  Vertical  cigarette  box  and  table  lighter.  These  are 
typical  examples  of  a  design  developing  from  the  technique. 
The  branches  and  the  trunks  are  part  of  the  surface  and  au  of 
oxidised  silver ;  the  leaves  and  the  flowers  have  then  been 
applied  separately.  The  leaves  are  silver,  the  flowers  and 
the  background  gilt. 

Height:  4^  inches  overall. 

Weight:  silver  20  oz.  and  10  oz.  approx. 

7.  Violet  egg.  The  amethyst  violets  are  hand-carved  and 
mounted  with  diamonds  on  a  yellow-gold filigree  shell. 
When  one  of  the  violets  is  depressed  the  shell  springs  open 
along  a  jagged  edge  to  reveal  the  'surprise'  -  an  1 8-carat 
gold  pot  with  flowers  of  semi-precious  stones  and  hand- 
carved  nephrite  leaves.  This  is  a  true  object  of  vertu  -  as  it 
has  no  purpose  except  for  what  it  is  in  itself.  It  is  the  first  of 
a  series  of  special  eggs,  of  which  one  only  will  be  made 
each  year. 

Height:  j|  inches. 

8.  Grape  vine  alarm  clock.  Amethyst  grapes  with  hand- 
carved  agate  leaves  mounted  in  1 8-carat  gold  on  a  black 
marble  base.  It  is  the  first  Devlin  clock.  As  in  a  tree,  one  can 
see  between  and  through  the  branches. 

Height :  5^  inches. 

9.  Peridot  brooch.  An  extremely  fine  stone  oj 31-46 
carats  surrounded  by  triangular  diamonds  and  supported  by 
red,  white  and  yellow  1 8-carat  gold  figures.  It  can  also  be 
used  as  a  pendant. 

Height:  2\  inches. 

10.  Selection  of  silver-gilt  animal  paperweights, 
including  monkey,  kingfisher,  owl,  frogs  and  donkey. 
All  are  cast  using  the  lost  wax  process. 

Height:  i  \  inches  approx. 


All  the  illustrations  for  this  article  are  of  objects  made  in 
1Q73  and  shown  in  Stuart  Devlin's  first  exhibition  at  his 
own  showroom  at  go  St.  John  Street,  London  E.C.i. 


Tl  IE  FOUNDING  OF 
THE  NATIONAL  GALLEKY 
IN  LONDON  M 


Gregory  Martin 


Sir  George  Beaumont's  gift  of  his  collection  of  pictures  to  the  nation  —  made  in  July  1823 
-  was  dependent  on  the  nation  providing  a  fit  gallery  where  it  could  be  displayed.  Thanks 
to  the  partial  repayment  of  the  loan  made  to  Austria  during  the  Napoleonic  war,  the 
Government  was  able  to  move  towards  satisfying  the  condition  laid  down  by  Beaumont. 


lans  were  speedily  drawn  up  for  a  gallery  to 
I  *  be  built  at  the  British  Museum.  But  events  were 
I  soon  to  overtake  this,  the  first  step,  towards 
creating  the  National  Gallery.  On  November  25,  two 
days  before  Robert  Smirke,  the  architect  responsible 
for  the  British  Museum,  forwarded  his  estimate  for  the 
new  buildings  at  the  Museum  (which  were  to  include  a 
picture  gallery)  to  the  Treasury,  Lord  Liverpool  an- 
nounced in  a  letter  to  Sir  Charles  Long  (No.  1)  that  he 
was  'ready,  on  the  part  of  the  public,  to  purchase  Mr. 
Angcrstein's  collection  of  pictures  for  any  sum  between 
fifty  and  sixty  thousand  pounds . . .'.  Thus  he  was  about 
to  conclude  a  negotiation  with  the  executors  of  the  late 
John  Julius  Angerstcin,  who  had  died  in  the  previous 
January,  in  which  Long  acted  as  intermediary. 

Angerstcin  (No.  2)  had  arrived  in  England  from  St. 
Petersburg  about  the  middle  of  the  previous  century, 
and,  in  the  words  of  the  obituarist  writing  in  the  Annual 
Register,  having  become  'celebrated  as  a  broker  and 


underwriter  ...  he  at  length  reached  the  summit  of 
commercial  fame  and  prosperity'.  He  began  to  collect 
pictures  around  the  turn  of  the  century,  and  was  thus 
one  of  the  group  of  rich  men  who  were  to  enter  the  art 
market  when  masterpieces  were  available  to  an  un- 
paralleled degree.  The  majority  of  his  purchases  had 
been  freshly  imported  from  revolutionary  Europe. 

Angerstein  took  the  best  advice,  and,  as  in  his  busi- 
ness career,  made  few  mistakes;  of  the  thirty-eight 
pictures  he  left  at  his  death,  only  about  five  arc 
of  worse  than  questionable  aesthetic  value  -  no  bad 
record  at  the  best  of  times,  but  especially  so  considering 
the  short  period  of  time  which  Angerstcin  spent  as  a 
collector. 

The  collection  was  based  on  informed  taste:  for 
along  with  the  accepted,  great  old  masters  -  Claude, 
(by  whom  there  were  five  works),  (No.  3),  Raphael 
(No.  4),  Titian  (No.  5),  Rubens  (No.  6),  and  Rem- 
brandt (No.  7),  were  included  Velazquez  and  Hogarth 
(No.  8)  -  two  artists  whose  greatness  had  only  recently 
come  to  be  fully  appreciated.  In  fact  the  Velazquez 
turned  out  to  be  one  of  Angcrstein's  geese;  but  at  the 
time  his  collection  could  only  be  faulted  for  the  ab- 
sence of  Murillo  -  then  one  of  the  most  admired  artists; 
this  gap  Lord  Liverpool  considered  filling  during  the 
negotiation. 

The  collection,  indeed,  was  a  famous  one;  and  one 
which  in  many  ways  came  up  to  Lord  Liverpool's 
balanced  and  pragmatic  notion  of  a  national  collection, 
which  he  set  out  in  his  letter  refusing  Sir  John  Leices- 
ter's offer  to  sell  his  collection  to  the  nation.  He  be- 
lieved that  a  national  collection  should  consist  of  works 
by  modern  artists  and  old  masters,  and  'more  particul- 
arly the  large  pictures  which  are  not  adapted  to  Private 
Collections .  .  .'.  In  Scbastiano  del  Piombo's  enormous 
Raising  of  Lazarus  (No.  9),  Angerstcin  possessed  one  of 
the  largest  High  Renaissance  pictures  ever  to  have  left 
Italy;  while,  at  the  other  extreme,  Wilkie,  then  con- 
sidered to  be  the  most  promising  young  artist  working 
in  England,  was  represented  by  the  Village  Festival 
(No.  10). 


1.  John  Hoppner. 
Portrait  of  Sir  Charles 
Long,  later  Lord 
Farnborough. 

Tate  Gallery. 

2.  Sir  Thomas 
Lawrence. 
Portrait  of 
J.J.  Angerstein. 
NdtioAal  Gallery. 


3.  Claude  Lokkain. 
Seaport :  the 
Embarkation  of 
Saint  Ursula. 
National  Gallery. 


It  is  likely  that  Angerstein  sympathised  with  the 
desire  to  found  a  national  collection.  Reynolds  had 
been  one  of  his  friends;  and  he  was  a  founding  member 
and  active  supporter  of  the  British  Institution.  His  in- 
clinations were  no  doubt  faithfully  expressed  by  one  of 
his  executors,  who  stated  that  he  'might  have  given  a 
part  or  the  whole  [of  his  collection]'  for  the  purpose 
of  founding  a  National  Gallery.  But  his  eldest  son  and 
heir,  John,  did  not  altogether  share  these  views.  Some 
months  after  Angerstein's  death,  it  was  decided  to  sell 
his  collection;  a  catalogue  had  been  commissioned  and 
was  published  in  1823  no  doubt  to  advertise  its  merits. 
And  John  Angerstein  ignored  the  plea  from  his  father's 
friend,  Sir  Thomas  Lawrence,  that  the  collection  should 
be  offered  to  the  nation  rather  than  be  sold  to  a  foreign 
bidder. 

The  fate  of  Angerstein's  collection  was  a  matter  for 
concern  for  art  lovers,  as  it  was  the  greatest  English 
collection  to  have  come  on  the  market  since  at  least  the 
turn  of  the  century.  But  in  spite  of  the  fact  that  Lord 
Liverpool  was  'fully  sensible  of  the  importance'  of  the 
formation  of  a  national  collection,  as  he  wrote  in  his 
letter  to  Leicester,  no  move  was  made  by  the  Govern- 
ment or  the  Trustees  of  the  Museum.  The  initiative 
was  taken  by  a  Whig  opponent  of  Crokcr's  attitude  to 
the  Trustees  -  Agar  Ellis  -  who  visited  Angerstein's 
collection  twice  in  June.  On  July  1  he  spoke  in  the 
Commons'  debate  on  the  King's  Library  and  thus  re- 
corded it  in  his  diary:  'Went  to  the  House  of  Com- 
mons, where  I  found  Croker  making  a  foolish  and  at 
the  same  time  illnaturcd  attack  on  the  Trustees  of  the 
British  Museum  -  I  spoke  shortly  in  their  defence  - 
praised  Sir  George  Beaumont  for  his  generous  inten- 
tion ...  &  gave  notice  of  my  intention  early  next 
session  to  propose  to  Parliament  to  vote  of  a  sum  of 
money  to  buy  Angerstein's  collection  for  the  public  - 
Ridley  Colborne  -  Alexander  Baring  -  &  Wortley 
supported  me  -  &  the  House  cheered,  &  seemed 
on  the  whole  favourably  disposed  towards  my 
proposition  .  .  .'. 

Three  days  later,  Agar  Ellis  discussed  the  matter  with 
Angerstein's  son,  and  recorded  that  he  'seemed  much 
disposed,  if  the  Executors  of  his  father's  will  will  allow 
him,  to  postpone  the  sale  till  next  year  .  .  .'.  By  Sep- 
tember, the  Government,  encouraged  by  the  response 
in  the  Commons  to  Agar  Ellis'  proposal,  as  Robinson 
was  later  to  state,  had  made  up  its  mind  to  act.  The 
Government  was  able  to  pay  the  negotiated  sum  for 
the  collection  -  -£57,000  -  without,  in  Robinson's 
words,  inflicting  'any  immediate  pressure  on  the  re- 
sources of  the  country'  out  of 'the  unsuspected  treasure 
that .  . .  found  its  way  into  the  Exchequer'  through  the 
partial  repayment  of  the  Austrian  Loan.  Thus  what  for 
Robinson  was  an  object  of 'great  national  importance' 
had  been  achieved  and  what  for  Alexander  Baring  and 
others  was  a  'national  reproach'  had  been  effaced. 

The  Government's  action  preempted  debate  on  Agar 
Ellis'  proposal.  The  role  of  the  independent  commis- 


sion  which  he  had  suggested  should  be  established  to 
acquire  Angerstein's  collection  and  others,  had  been 
assumed  by  the  Lords  of  the  Treasury,  who  now  had 
to  decide  how  the  collection  should  be  administered. 
The  Trustees  of  the  Museum  had  not  been  officially 
consulted  about  the  purchase;  but  early  in  November 
with  knowledge  of  the  transaction  presumably  afford- 
ed them  by  Long,  and  with  Beaumont's  gift  in  mind, 
they  made  arrangements  for  taking  up  responsibility 
for  the  national  collection.  This  was  part  of  a  re- 
organisation to  effect  the  more  efficient  running  of  the 
Museum,  and  consisted  in  establishing  Trustee  sub- 
committees to  supervise  the  different  collections.  This 
recommendation  from  the  Trustee  Standing  Commit- 
tee was  accepted  at  a  General  Meeting  held  on  Feb- 
ruary 14,  1824  at  which  Long,  Beaumont  and  Lord 
Harrowby  were  elected  to  form  the  Sub-Committee 
for  the  Department  of  paintings,  prints  and  drawings. 
That  the  Sub-Committee's  responsibility  would  be 
extended  to  include  the  Angerstein  collection,  was  al- 
ready mentioned  in  the  Literary  Gazette  of  January  24, 
which  stated :  'We  have  reason  to  believe  .  .  .  that  Mr. 
Angerstein's  pictures  will  be  deposited  in  the  new  Nat- 
ional Gallery  at  the  British  Museum  . . .'. 

This  may  have  represented  the  Trustees'  hopes  and 
the  Government's  thinking ;  but  the  latter  had  to  take 
into  account  the  tenor  of  the  debates  in  the  previous 
summer,  and  no  decision  had  been  taken  by  the  time 
Robinson  made  his  Budget  speech  on  February  23, 
during  which  he  officially  announced,  and  requested 
approval  of,  the  purchase  of  the  Angerstein  collection. 
The  Government's  indecision  is  reflected  in  their  or- 
ganisation of  the  House  of  Commons  debates :  that  to 
approve  the  purchase  of  the  Angerstein  Collection 
came  relatively  late  in  the  session  -  on  April  2  -  after 
debates  on  expenditure  on  the  British  Museum  and 
other  public  works.  This  gave  the  opponents  of  the 
Museum  the  opportunity  to  exert  further  pressure  on 
the  Government.  They  were  united  in  their  opposition 
to  the  concept  of  the  'new  National  Gallery  at  the 
British  Museum'. 

The  central  issue  concerning  Beaumont's  gift  was, 
perhaps  deliberately,  not  mentioned  by  Robinson  in 
his  Budget  speech  of  February  23,  in  which  he  referred 
to  'a  valuable  collection  at  present  in  the  possession  of  a 
high-spirited  individual  .  .  .  which  through  his  liberal- 
ity, would  be  likely  to  find  its  way  to  a  National  Gal- 
lery. Should  this  prove  to  be  the  case,  I  am  sanguine  in 
my  hope,  that  the  noble  example  would  be  followed 
by  many  similar  acts .  .  .  the  result  of  which  will  be  the 
establishment  of  a  splendid  Gallery  .  .  .  worthy  of  the 
nation  .  .  .'.  But  on  March  1  when  the  resolution  that  a 
further  £40,000  be  advanced  towards  the  building  pro- 
gramme at  the  British  Museum  was  debated,  the  des- 
tination of  Beaumont's  gift  became  the  central  issue 
between  the  Trustees  and  their  opponents.  The  opposi- 
tion was  led  by  Alexander  Baring's  cousin,  Sir  Thomas 
Baring,  and  Croker,  both  of  whom  reiterated  the  pro- 
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6.  Peter  Paul 
Rubens. 
The  Rape  of  the 
Sabine  Women. 
National  Gallery. 


posal  that  the  eastern  wing  of  Somerset  House  should 
be  completed  to  house  the  works  of  art.  Long  and 
Robinson  then  objected:  Robinson  pointed  out  that 
'Beaumont  had  »iven  his  collection  to  the  British  Mu- 
scum,  and  ...  it  could  not  therefore  be  sent  to  any  other 
building.  There  it  would  be  in  conjunction  with  those 
other  collections  of  the  sister  arts  which  would  add 
value  to  the  whole'.  Baring's  reply  was  that  Beaumont 
'had  not  given  his  pictures  to  a  building,  but  to  the 
nation'.  This  was  not  true,  as  Beaumont  had  given  his 
pictures  to  the  Trustees;  but  the  concept,  which  Baring 
advanced,  allowed  for  a  theoretical  elasticity  in  the 
actual  destination  of  die  gift. 

But  whatever  the  Government's  inclinations  towards 
the  British  Museum,  the  actual  state  of  affairs  was  such 
that  any  theoretical  disposition  was  as  yet  unnecessary. 
Thus  Lord  Liverpool  used  the  status  quo  as  a  means  of 
side-stepping  opposition  to  the  Museum,  and  by  March 


23  had  decided  to  take  up  the  lease  on  Angcrstein's 
house  in  Pall  Mall  and  create  an  establishment  to  run 
the  collection  housed  there.  These  dispositions  were 
published  as  a  Treasury  Minute,  with  the  necessary 
estimate,  on  March  26.  The  estimate  made  no  mention 
of  a  National  Gallery,  but  simply  referred  to  'the 
charge  of  purchasing  together  with  Expenses  incidental 
to  the  Preservation  and  Public  Exhibition  of  the  Collec- 
tion of  Pictures  which  belonged  to  the  late  J.  J.  Anger- 
stein'. 

The  estimate  was  debated  on  April  2,  and  the  Gov- 
ernment received  wide  support  and  congratulations  on 
its  actions.  Although  it  had  been  agreed  that  a  picture 
gallery  was  to  be  built  at  the  Museum,  die  Government 
had  made  no  mention  ot  the  destination  of  Angcrstein's 
collection,  and  die  appointment  of  a  separate  establish- 
ment suggested  a  degree  of  independence  from  it.  Agar 
Ellis,  however,  outlined  a  policy  that  would  be  accepts 
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able  to  the  more  moderate  opponents  of  the  1  rustecs: 
lie  hoped  that  the  Cioverninent  would  'erect  a  Gallery 
which  would  be  no  less  beneficial  to  the  taste,  than  it 
would  be  conducive  to  the  glory  of  the  country',  and 
suggested  that  'the  Trustees  of  the  Museum  be  made 
Trustees  of  this  National  Gallery'. 

The  Government  side  refused  to  be  drawn  over  the 
future  permanent  housing  of  the  collection ;  and  tem- 
porarily abandoned  part  of  the  plans  for  the  adminis- 
tration of  the  collection.  These,  set  out  in  the  Treasury 
Minute  of  March  23,  specified  the  responsibilities  of 
the  Keeper,  who  was  to  have  charge  of  the  collection, 
and.  among  other  duties,  was  to  act  'on  instructions 
from  the  .  .  .  Treasury',  and  of  the  Assistant  Keeper, 
one  of  whose  duties  was  to  'act  as  Secretary  at  all  meet- 
ings of  the  trustees  or  other  managers  of  the  gallery'. 
This  scheme,  which  allowed  tor  both  Treasury  and 
Trustee  control,  may  have  resulted  from  a  careful  bal- 
ance between  the  claims  of  the  Trustees  of  the  Museum 
and  the  criticism  of  their  opponents,  who  launched  .1 
further  attack  in  the  Commons  on  March  29.  They 
were  then  joined  by  the  much  feared  Radical,  Joseph 
Hume,  who  was  to  take  an  increasing  interest  in  the 
administration  of  the  arts.  And  it  was  probably  because 
of  this  attack,  that  Robinson,  in  answer  to  Agar  Ellis' 
question  during  the  debate  of  April  2,  of  who  was  'to 
superintend  the  superintendent  (sic)',  stated  that  the 
general  control  and  superintendence  were  to  be  under- 
taken by  the  Lords  of  the  Treasury. 

Lord  Liverpool  and  his  colleagues  had  thus  been  able 
to  take  advantage  of  circumstance  and  satisfy  a  univer- 


sal demand  for  a  national  collection  of  paintings,  and 
to  present  .1  1  ompromisc  arrangement  that  temporarily 
satisfied  all  interested  parties.  The  institution  in  Pall 
Mall  was  their  creation:  they  devised  its  establishment, 
defined  the  responsibility  of  its  officers,  made  the  first 
appointments,  and  drew  up  the  regulations  for  the 
admission  of  visitors.  These  originally  included  admis- 
sion by  ticket,  but  were  quickly  relaxed  to  allow  un- 
hampered access  limited  only  by  a  maximum  of  two 


9.  Sebastiano  del 

PlOMBO. 

The  Raising  of 
Lazarus. 

National  Gallery. 


10.  Sir  David 
Wilkie. 

The  I  'Mage  Festival. 
Tate  Gallery. 


hundred  visitors  at  a  time.  They  were  thus  in  marked 
contrast  to  the  checks  imposed  at  the  British  Museum, 
indeed,  as  Agar  Ellis  recorded,  it  was  'the  first  attempt 
at  a  perfectly  open  Exhibition  in  this  country'.  And,  no 
doubt,  with  the  recent  criticisms  of  the  expensive  and 
inadequate  catalogue  of  books  at  the  Museum  in  mind, 
an  instruction  was  issued  for  the  publication  of  a  cheap 
and  simple  catalogue.  This  much  had  been  achieved, 
when,  on  May  10,  No.  100,  Pall  Mall  was  opened  to 
the  public  as  the  ipso  facto  National  Gallery. 


But  the  problem  of  the  management  of  the  collec- 
tion remained  -  it  had  been  for  instance  the  subject  of  a 
long  discussion  between  Beaumont  and  Agar  Ellis  on 
April  3.  And  having  launched  the  institution,  Lord 
Liverpool  and  his  colleagues  must  then  have  concluded 
that  pressure  of  business  alone  justified  the  arrangement 
hinted  at  in  the  Treasury  Minute  of  March  23,  but  later 
abandoned :  the  establishment  of  a  committee  to  whom 
the  administration  of  the  national  collection  could  be 
delegated.  Anxious  to  preserve  the  compromise  bct- 


30 


wccn  the  claims  of  the  Trustees  of  the  British  Museum, 
to  whom  the  Government  was  committed,  and  the 
vigorously  voiced  counter-proposals  of  their  oppon- 
ents, the  Government  turned  to  the  solution  advanced 
by  Agar  Ellis  and  substantially  modified  it  to  placate 
the  opposition.  At  the  end  of  June,  it  appointed  a  'Com- 
mittee for  the  Superintendence  of  the  National 
Gallery  in  Pall  Mall',  whose  members  -  Liverpool, 
Robinson,  Lord  Aberdeen,  Long,  Beaumont,  and  Sir 
Thomas  Lawrence  -  were  all  also  Trustees  of  the  Brit- 
ish Museum.  By  this  simple  manipulation  of  pluralism, 
responsibility  for  the  national  collection  was  passed  - 
ad  hoc  via  this  nominally  independent  Committee  -  to 
the  Trustees  of  the  Museum,  and  by  further  delegation, 
the  administration  of  its  affairs  was  assumed  by  the 


Trustee  Sub-Committee  for  the  Department  of  paint- 
ings, prints  and  drawings.  Thus  while  the  national  col- 
lection at  Pall  Mall  was  at  last  officially  established  as 
the  National  Gallery,  from  the  administrative  point 
of  view,  its  separation  from  the  Museum  was  only 
notional.  The  Government's  compromise  gave  a  form- 
al independence  to  the  National  Gallery;  in  practice, 
however,  a  move  had  been  made  towards  the  union  of 
the  Museum  Trustees'  chief  collection  of  pictures  - 
still  in  Beaumont's  possession  -  and  the  nation's  pic- 
tures, housed  in  Pall  Mall.  At  the  same  time,  work  was 
underway  on  the  building  programme  at  the  Museum, 
to  which  the  Government  and  the  Commons  were 
committed  and  through  which  the  physical  union  of 
the  two  collections  could  be  accomplished. 


Apology 

We  regret  that  two  sections 
of  text  in  part  I  of  this 
article,  April  1974,  were 
transposed.  Page  287 ,  the 
text  from  the  paragraph 
beginning '  The  attack  was 
not  concerted . .  . .'  until 
'to  consider  Smirke's plans' 
should  all  he  read  before 
that  at  the  head  oj  the 
column  on  page  286. 


THE  SCULPTOR 


3.  F.  E.  McWILLI  AM 


IV.  J.  Stracha  i 


1.  Kneeling  Woman, 
agglomerate  stone 
cast  and  carved. 
Height  57  inches, 
1947- 

Collection  of 

Sir  Roland  Penrose. 

2.  Sketches  for 
Kneeling  Woman, 
page  of  pen  drawings. 

3.  Studies  for 
Kneeling  Woman, 
page  of  sketchbook 
with  two  drawings 
in  conte. 
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A fascinating  television  programme,1  devoted  to 
the  sculpture  of  McWilliam  on  the  occasion  ot 
^_  his  one-man  exhibition  last  year,  'Women  ot 
Selfast'  to  which  I  shall  refer  later,  reminded  some  and 
lformcd  many  others  of  the  quality  and  range  ot  his 
vork.  It  is  interesting  to  note  that  in  all  the  variety  re- 
resented  to  date  by  more  than  three  decades  ot  sculp- 
aral  activity,  the  constant  -  from  the  figurative  to  the 
urrealist  and  totemic  idiom,  and  sometimes  only  by 
nalogy  or  allusion  -  is  the  human  form.  As  opposed  to 
nany  contemporary  sculptors  who  are  involved  in 
raphics,  executing  drawings  totally  independent  of 
beir  sculpture  and  autographic  work  with  picture- 
nount  or  book-page  in  mind,  McWilliam  has  resolute- 
y  devoted  his  energies  to  the  three-dimensional  arti- 
act.  His  drawings  and  studies  originate  in  the  sculptor's 
ketchbook  and  are  incidental  to  the  sculpture  for  which 
bey  are  an  initial  stage.  Their  tentative  and  exploratory 
lature  throws  light  on  the  evolution  of  first  ideas  to- 
vards  their  definitive  realisation.  Indeed,  the  subordin- 
ition  of  these  studies  to  a  specific  purpose  -  paradoxi- 
:ally,  it  might  seem  -  raises  many  of  them  from  bciiiLz; 
ntimate  sketchbook  notes  to  the  status  of  works  in 
heir  own  right.  Far  from  aiming  at  a  high  degree  of 
inish  in  such  work,  McWilliam,  like  Henry  Moore, 
inds  that  taking  a  drawing  too  far  can  inhibit  the  desire 
:o  translate  it  into  sculptural  terms.  Paul  Valery  once 
nade  an  illuminating  observation  which  the  distin- 
guished French  sculptor,  Couturier,  quoted  to  me  in  its 
vpplication  to  sculpture:  'un  beau  vers  vous  est  donnc, 
mais  le  haut  et  le  bas,  il  faut  lc  fairc'.  'Un  beau  vers'  is  of 
:ourse  the  equivalent  of  the  all-important  first  idea,  the 
flashpoint,  'le  haut  et  le  bas'  the  indispensable  planning 
and  workmanship  involved  before  the  final  sculpture 
can  be  realised.  A  combination  of  Celtic  imagination 
with  manipulative  dexterity,  doubtless  inherited  from 
his  father,  a  medical  doctor  in  Northern  Ireland,  has  en- 
abled McWilliam  to  cope  with  both  these  prerequisites 
-  to  which  Henry  Moore  would  add  a  third,  the  capac- 
ity to  draw  -  'good  vision  in  drawing  will  come  out  in 
the  sculpture'.  A  childhood  sharpened  by  the  atmos- 
phere of  riots  in  his  native  Ulster,  an  art  training  at  the 
Slade,  periods  of  foreign  travel  which  included  a  long 
stay  in  Paris  and  war  years  with  the  Royal  Air  Force, 
have  all  contributed  to  McWilliam's  open  attitude  to 
life  and  to  art.  He  was  impressed  by  the  erotic  temple- 
art  of  India,  and  his  occasional  excursions  into  mosaic 
artefacts  show  an  oriental  influence.  But  he  learned 
most  from  his  observations  of  Brancusi's  'taille  directe 
and  the  latter's  formal  syntheses  which  were  to  bear 
fruit  in  his  own  carving  such  as  the  lignum  vitae  Profile 
of  1939-40,  acquired  by  the  Tate  Gallery. 

The  first  real  impact  of  McWilliam's  work  on  the 
general  public  was  made  in  1948  when  his  Kneeling 
Man  was  shown  in  the  Open  Air  Exhibition  in  Batter- 
sea  Park  and  the  Kneeling  Woman  (No.  1),  in  a  similar 
modality,  arrested  attention  in  the  foyer  of  an  Oxford 
Street  cinema  in  a  small  exhibition  arranged  by  Her- 


4.  Princess  Madia, 
bronze. 

Height  8  feet,  1957. 

5.  Altnagehin 
Hospital,  Londonderry 
preliminary  group 
studies  in  conte  chalk 
for  Princess  Madia, 
1956. 


bcrt  Read.  If  people  were  shocked  by  the  unprecedent- 
ed omission  of  the  torso  in  these  spatial  compositions: 
they  were  partly  reconciled  by  the  figurative  treatment 
(one  of  the  more  acceptable  faces  of  surrealism)  of  the 
rest  of  the  nude  anatomy.  Kneeling  Woman  has  in  fact 
the  dreamy  expression,  the  sibylline  mystery,  empha- 
sised by  the  smooth  finish  of  the  cast,  then  carved 
agglomerate  stone,  that  have  parallels  in  some  Magritte 
paintings.  In  the  page  of  sketchbook  drawings  (Nos.  2 
and  3)  we  see  rejected  ideas  side  by  side  with  those  that 
approach  the  final  conception.  It  is  interesting  to  note, 
that  he  uses  the  raised  arm  pose  in  the  male  counterpart, 
Kneeling  Man,  which  he  tries  out  in  the  more  crotic( 
version  of  the  woman.  For  a  time  McWilliam  con-} 
tinued  to  explore  carving  and  modelling  in  which  space, 
plays  a  positive  role  and  a  certain  surrealist  modality! 
prevails.  One  of  the  most  characteristic,  Seated  Woman] 
with  Hat  (1953),  evokes  memories  of  Max  Ernst's  Chess- 
men of  an  earlier  decade.  A  close  examination  of  anyt 
given  phase  ot  McWilliam  s  work  usually  reveals  a 
thematic  or  technical  hint  of  things  to  come.  In  the  tex- 
tured  tautness  of  the  woman's  skirt  in  the  bronze  just 
mentioned  we  note  an  idiomatic  development  that  was 
to  be  of  paramount  importance  in  the  Princess  Madia 
(No.  4)  of  four  years  later  and  already  prefigured  in  Ere 
of  1953  which  represents  the  emergence  ot  McWilliam 
as  an  original  sculptor  of  the  first  order. 

Princess  Macha,  his  first  public  commission,  was  exe- 
cuted for  the  Altnagelvin  Hospital,  Londonderry,  in 
1957.  Macha  enshrines  a  Celtic  legend  in  which  she 
figures  as  a  sympathetic  'lady  of  the  sorrows'  and  a 
bringer  of  peace  and  comfort.  The  project  offered  a  con- 
siderable challenge;  the  seated  figure  is  eight  feet  high 
and  the  surface  treatment  of  the  bronze  -  a  texture 
based  on  Celtic  arabesques  -  posed  problems  of  detail. 
We  see  in  the  sketches  a  progression  from  the  concep- 
tual!}' figurative  to  stylised  syntheses.  Among  several 
studies  which  include  a  first  idea  of  two  embracing 
standing  fio;ures,  the  Princess  with  attendant  women  in 
groups  of  two  and  three  and  innumerable  sketchbook 
notes  of  detail,  three  sheets  in  contrasting  techniques  of 
drawing  are  of  particular  interest.  The  first,  in  conte^ 
chalk  (No.  5),  because  it  illustrates  the  sculptor's  initial 
experiments  with  figures  ot  Egyptian-frieze  angularity 
to  express  hieratic  dignity.  The  second  (No.  6),  rapid 
pen  and  ink  sketches,  as  he  searches  for  an  effective 
stylisation  for  head,  neck  and  crown  as  a  visual  climax. 
The  third  (No.  7),  of  four  seated  figures  in  silhouette 
with  slight  hints  of  modelling,  shows  McWilliam's 
concern  with  the  frontal  and  lateral  views.  Apart  from 
the  transference  of  the  bird  trom  the  right  to  the  left 
hand  and  the  modification  of  the  token  throne,  the 
taller  figure  relates  very  closely  to  the  final  bronze. 
Many  will  retain  a  vivid  memory  of  the  initial  showing 
of  this  masterpiece  of  modern  sculpture  at  the  Tate 
Gallery.  The  sense  of  awe  is  conveyed  not  only  by  the 
hieratic  pose,  emphasised  by  the  elongated  body  and 
outstretched  arms,  the  taut  parallelepiped  of  the  skirt, 
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the  rich  surface  texture  of  natural  bronze,  but  also  by 
the  inner  vitality  expressed  in  the  thrust  of  the  knees, 
the  gentler  pressure  of  the  breasts  against  the  regal 
shawl.  Even  the  dove  -  the  sole  concession  to  emotive 
symbolism  -  with  its  contrasting  realistic  treatment, 
has  an  indispensable  sculptural  role. 

Two  years  later,  in  1959,  we  witness  McWilliam's 
reversion  to  a  totcmic  idiom  in  the  horrendous  Witch  of 
Agnesi  (he  calls  it  'a  solution  to  a  mathematical  prob- 
lem'), the  stark  Pentacliord  (Tate  Gallery)  and  the  Father 
Courage  that  broods  like  a  tribal  god  over  the  campus  of 
Kent  University.  For  none  of  these  were  preliminary 
drawings  necessary,  nor  for  the  next,  more  modest 
scaled,  Resistance  scries,  the  most  successful  of  which  (a 
composition  of  warped  surfaces,  first  modelled  in  wax) 
is  in  the  Leeds  Art  Gallery.  They  show  McWilliam's 
new  preoccupation  with  conoid  and  pyramidal  forms 
which  recur  in  his  Recumbent  Figures  and  the  Crank- 
shaft Figures  (less  overt  analogues  of  human  form)  of 
1963.  Their  strange  heads,  almost  reptilian,  arc  varia- 
tions of  others  -  by  Moore,  Chadwick,  Armitagc,  Fcd- 
dcrscn  etc.  -  in  the  non-abstract  sculpture  of  our  time; 
indeed,  their  international  ubiquity  qualifies  them  to  be 
considered  by  art  -  and  social  -  historians  as  'period' 
shapes.  We  see  a  striking  example  in  McWilliam's  large 
bronze  (No.  8),  originally  commissioned  for  a  Hamp- 
stead  site  -  which  a  recent  new  boundary  has  transfer- 
red to  the  borough  of  Camden  -  by  Sir  Basil  Spcncc, 
impressed  by  the  sculptor's  exploitation  of  crystalline 
forms  and  realizing  their  potential  for  large-scale  open 
air  composition,  McWilliam  was  interested  in  produc- 
ing an  asymmetrical  grouping  of  basically  tetrahedral 
shapes  with  contrasting  smooth  and  textured  surfaces 
that  should  be  pleasing  from  every  angle  and  under 
every  change  of  light.  He  filled  many  sketchbooks 
before  arriving  at  a  composition  of  counterbalanced 
shapes  with  a  climax  that  satisfies  the  eye  and  our  built- 
in  craving  for  a  human  analogy  (No.  9). 

McWilliam's  next  phase  is  a  further  development  of 
contrasted  plane  and  modelled  surfaces.  The  innova- 
tion consists  of  the  addition  of  drawn  lines  (incisions 
made  before  casting)  on  the  flat,  polished  surfaces  which 
are  used  to  delineate  the  features  that  arc  not  model- 
led on  the  patinatcd  portions  of  these  female  figures. 
The  sketches  for  these  sophisticated  variations  on  clas- 
sical form  were  executed  in  sepia  and  black  felt  pens  of 
different  thicknesses  on  thin  paper.  In  the  example  re- 
produced one  can  discern  the  drawing  on  the  verso. 
The  areas  of  hatching  represent  the  modelled  parts  of 
the  bronzes,  the  lines  emphasise  the  geometric  nature  of 
the  compositions.  The  reader  will  have  no  difficulty  in 
relating  the  drawing  reproduced  (No.  10)  with  the  in- 
genious Box  Two  bronze  (No.  11).  There  could  hardly 
be  a  stronger  contrast  between  this  serene  classicism 
and  the  baroque  modality  of  the  twenty  bronzes  assem- 
bled under  the  ominous  title  Women  of  Belfast  and 
shown  first  at  the  Dawson  Gallery,  Dublin,  in  October 
1973  and  later  in  the  year  at  the  Waddington  Gallery, 
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14-  Felt  pen  study  for 
Women  oj  Belfast, 
1972. 

15.  Women  oj  Belfast, 
bronze. 

24  x  13  x  9  inches, 
1972. 


London.  In  these  bronzes  of  modest  dimensions  -  none 
more  than  twenty-four  inches  high,  twenty  inches 
wide  or  twelve  inches  deep  -  Mc William  proves  that  a 
good  sculptor  can  show  his  individual  qualities  even  in 
small-scale  artefacts.  In  these  he  sums  up  the  tragic 
spectacle  of  these  bomb-blasted  figures  with  their 
shawls  or  skirts  blown  over  their  faces  or  pressed  to 
their  twisted  bodies.  Some  are  caught  off  balance  as  it 
were  by  an  ultra-rapid  camera  lens,  on  one  knee  or 
thrown  on  their  back  with  a  thin  arm  or  outstretched 
h.uul  signalling  distress  in  involuntary  protest.  This  is 
not  then  the  baroque  of  histrionic  gesture  arrested  in 
some  airless  tableau  vivant  but  baroque  rather  in  its 
original  meaning  of 'grotesque'  as  in  such  figures  as  the 
one  who  seems  to  be  participating  in  some  mediaeval 
Totentanz  or  another  falling  headlong  forward,  help- 
lessly. They  are  simply  -  in  the  sculptor's  own  words 
'women  affected  by  violence'.  It  is  the  discipline  with 
which  the  theme  is  treated  that  makes  an  illustrative 
commentary  sculpturally  acceptable.  The  problem  of 
course  concerns  the  resolution  of  not  merely  the  'preg- 
nant moment'  of  the  disc-thrower  or  the  held  pose  of  a 
rearing  horse  (Bernini)  nor  even  the  synthesis  of  a 
dancer's  movement  (Rodin)  but  the  movement  of  mov- 
ement. Starting  with  the  sketches  (Nos.  13  and  14)  we 
see  how  the  illusion  of  violence  is  created  by  means  un- 
available to  the  sculptor  -  vectors  of  movement  pro- 
duced by  felt  pen  and  wash,  disarticulated  lines  com- 
bined with  vibrant  scribbles,  placing  the  figure  in  space. 
In  the  bronzes  (Nos.  12  and  15)  for  which  the  drawings 
reproduced  are  the  raw  material,  Mc  William  suggests 
movement  by  implication  of  posture  and  gesture  and 
above  all  by  the  drapery,  realistically  flying  out  or 
pressed  in  harsh  folds  -  that  evoke  those  in  certain 
paintings  of  El  Greco  -  against  the  crumpled  forms  of 
the  victims.  The  fluidity  of  the  drapery  and  the  Medar- 
do  Rosso-like  blurring  of  the  features  was  obtained  by 
a  use  of  wet  almost  dripping  plastcr-of-paris  built  up 
on  wire  armatures.  The  resultant  bronzes  are  not  only 
tours-de-forcc  -  since  the  sculptor  was  working  against 
the  nature  of  an  essentially  static  expressive  form  -  but 
in  most  cases,  brilliantly  successful. 

Perhaps  a  fitting  footnote  to  this  article,  applicable  to 
McWilliam's  sculpture  and  drawing,  is  a  statement  by 
Bourdelle  who,  having  drawn  and  modelled  Eleanora 
Duse  from  life,  could  claim  to  know  about  these 
things :  'For  us  sculptors  the  struggle  has  to  do  with  the 
beauty  of  the  construction  of  the  planes  and  of  values, 
be  they  made  by  the  aid  of  clay,  pencil  or  brush'. 


NOTES 

1.  Aquarius  (ITV),  November  4, 1973,  showed  the  sculptor  in 
his  studio  and  a  selection  of  his  work  as  well  as  the 
'Women  of  Belfast'  series. 

2.  The  author  would  like  to  thank  the  Waddington  Gallery 
for  some  of  the  photographs  and  also  the  Arts  Council  for 
that  ofFour  women  exchanging  birds. 
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k  merican  painters,  even  the  earliest,  have  been 
/  ^  preoccupied  with  the  idea  of  reproducing  the 
J_  %  reality  that  surrounded  them,  from  West  to 
Pealc,  Homer  to  Eakins,  up  to  Hopper  and  the  Wyeth 
family.  Quite  naturally,  the  means  of  expressing  a 
particular  reality  changed  according  to  the  style  im- 
posed by  each  historical  era,  but  the  need  to  formulate 
one  never  faltered. 

For  two  hundred  years,  American  painters  used  a 
language  borrowed  from  Europe;  only  in  the  past 
thirty  years  has  America  in  turn  begun  to  impose  her 
own  routes  and  methods.  Thus,  recently  we  have  seen 
a  period  of  triumph  for  non-figurative  painting,  a 
period  when  few  Americans  had  the  courage  to  attempt 
new  achievements  within  the  representational  tradi- 
tion. At  this  moment,  however,  we  arc  witnessing  a 
return  to  what  we  call  realism,  when  younger  painters 
are  in  the  process  of  rediscovering  the  image  in  a  quest 
for  a  photographic  incarnation  of  reality  -  the  new- 
American  realism. 

As  a  result  ot  this  phenomenon,  it  is  appropriate  to 
make  a  critical  study  of  the  work  of  a  painter  who,  for 
some  twenty-five  years,  has  experimented  with  a  high- 
ly individual  scries  of  visions  of  the  world  around  us. 
Lilian  MacKcndrick's  work  places  her  in  direct  relation 
to  the  younger  painters.  Although  their  paths  are  dif- 
ferent, their  goal  is  the  same  -  the  recovery  of  the 
image,  which  over  a  period  of  years  had  been  system- 
atically dissolved. 

In  the  recent  past,  the  Pop  movement  sensed  the 
need  for  the  rehabilitation  of  this  image-reality,  choos- 
ing to  work  with  the  products  of  our  mechanical  cul- 
ture. One  cannot  deny  that  it  succeeded,  within  the 
limits  which  its  decision  imposed.  By  contrast,  Lilian 
MacKendrick  turned  to  the  masters  of  previous  eras. 
Her  training  led  her  to  examine  and  re-examine  the 
Western  traditions  of  the  past  four  hundred  years;  her 
instinct,  to  a  study  of  the  ancient  oriental  civilisations. 

Her  first  exhibition  in  New  York  in  1947  indicated 
clearly  the  positions  upon  which  she  was  to  build  the 


body  of  her  work.  To  begin  with,  the  themes.  While 
she  painted  everything  around  her,  still  life,  landscape, 
nude  or  interior,  according  to  the  conventions  ot  her 
youth,  she  employed  nevertheless  techniques  quite  par- 
ticular to  herself.  Her  work  at  this  time  was  highly 
stylised:  elements  were  simplified  rather  than  analy- 
tically described.  She  started  by  reducing  the  subject 
matter  to  a  two  dimensional  schema,  related  to  some 
extent  to  the  later  manifestations  of  Cubism.  Objects 
reproduced  were  defined  in  a  dry,  hard  manner,  their 
dispositions  on  a  canvas  forming  the  strands  of  taut 
compositions. 

More  important  still,  there  appeared  at  this  period 
her  early  references  to  Sino-Japancse  art.  Forms  suggest- 
ed by  nature  were  treated  with  an  uncompromising 
line  drawing  with  distinct  oriental  affinities.  Evidently, 
the  painter  was  absorbed  in  the  expressive  capacity  of 
line  without  the  support  of  shadow;  she  reduced  her 
structural  vocabulary  to  a  two  dimensional  plane  with 
brilliant  yet  flat  colouring.  Certain  objects  were  in- 
dicated only  by  fundamental  lines,  as  if  they  were 
transparent.  Thethird  dimension  as  conceived  in  Renais- 
sance perspective  was  rigorously  excluded,  but  there 
was  a  counterpoise  of  objects  in  the  composition,  as  in 
Still  Life  with  Artichokes  (No.  3). 

The  artists  of  both  China  and  Japan  considered  the 
area  of  space  at  their  disposal  as  infinite.  The  subject 
matter  covering  this  surface,  whether  inserted  within 
the  rectangle  restricting  a  print,  or  an  illustration  that 
appears  on  a  scroll  consecutively,  is  part  of  an  image 
that  theoretically  can  be  pursued  towards  infinity  by 
following  a  process  of  comiections  and  additions.  The 
structural  organisation  of  this  area  of  space  does  not 
therefore  have  to  be  strictly  centred;  any  number  of 
interruptions  or  cuts  is  permissible.  These  oriental  con- 
cepts became  permanent  but  often  elusive  principles  in 
the  painting  of  Lilian  MacKendrick.  A  series  of  nudes, 
among  her  first  pastel  work,  is  disposed  on  the  paper  in 
such  a  manner  that  the  figures  are  physically  amputated 
by  the  limits  ot  the  rectangle.  These  compositions,  far 
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from  being  arbitrary,  instil  inthe  observer  the  feeling  ofa 
world  which  is  unlimited,  for  his  mind's  eye  carries  him 
beyond  the  mere  statement  on  paper  or  canvas  (No.  10). 

Between  1949  and  1953,  Lilian  MacKcndrick  concen- 
trated on  research.  Seemingly,  she  had  discovered  that 
the  world  she  wanted  to  paint  was  more  complicated, 
richer,  more  detailed  than  she  had  thought.  The  first 
expression  of  dissatisfaction  was  an  attempt  to  include 
the  third  dimension.  She  yielded  to  the  influence  of 
the  masters  of  modern  European  painting,  trying  to  re- 
late their  experiments  to  her  own.  However,  during 
this  turbulent  period,  a  certain  style  became  evident.  A 
noteworthy  example  occurs  early  in  the  period,  in  a 
painting  entitled  Havana  Cafe  (No.  2).  Here,  the  interest 
is  concentrated  entirely  on  the  treatment  of  the  tiles, 
while  the  enigmatic  lady  wearing  a  hat  holds  the  whole 
movement  in  a  delicate  balance.  Later,  the  painter  fur- 
ther heightened  and  developed  this  startling  experiment, 
placing  in  different  'dead  areas'  of  the  canvas  -  in  back- 
grounds made  up  of  fabrics,  floors,  carpets  -  exquisite 
arabesques  of  colour.  Indeed,  eventually  she  extended 
these  so-called  'dead  areas',  giving  them  such  emphasis 
in  her  spirited  decorations  that  they  become  the  key 
elements  in  the  canvas. 

Influenced  by  the  Indian  Mughal  and  Rajput,  rather 
than  the  original  Persian  paintings,  MacKcndrick  chose 
to  adopt  in  subtle  compositions  certain  colours  she  used 
as  pure  colours :  a  red  that  sometimes  becomes  a  dazzl- 


ing pink,  or  lights  up  to  a  warm  orange,  a  blue  that 
ranges  Irom  almost  black  to  the  palest  tints  of  a  Medi- 
terranean sky,  and  a  green  that  has  always  a  luminous 
quality,  ranging  from  an  almost  metallic  glow  to  a 
deep  emerald. 

From  1954  onwards,  her  doubts  about  the  direction 
of  her  paintings  were  resolved  by  her  own  particular 
vision  of  reality,  which  led  her  to  abandon  her  distor- 
tion of  objects,  and  return  to  the  concepts  of  the  first 
Impressionists.  The  shimmering  effect  of  these  paint- 
ings was  achieved  with  measured  brush  strokes  of  pure 
colour.  Objects,  architecture,  landscapes  or  figures  are 
never  perfectly  precise,  but  are  defined  by  being  en- 
veloped in  colours  of  oriental  splendour.  Every  element 
has  a  glowing  quality,  as  if  it  were  being  observed, 
under  a  strong  light. 

The  still  lifes  throughout  this  period  are  simplified. 
Usually  the  problem  of  space  is  solved  by  the  presence 
of  fewer  objects  covering  almost  the  entire  canvas. 
They  are  placed  in  such  a  manner  that  the  observer  is 
attracted  immediately  to  the  physical  quality  of  the 
back  of  a  chair,  for  example,  or  to  a  fruit,  as  in  Still  Life 
with  Bowl  of  Raisins.  The  sensual  perfection  of  these 
elements  is  heightened  not  only  by  their  ideal  form, 
but  also  by  their  isolated  positioning  on  the  canvas.  In 
this  period  also,  architectural  details  often  appear  as 
purely  formal  frameworks  for  landscapes.  Windows 
and  doors,  archways  offering  enchanted  views,  suggest 


1.  Lilian  MacKendrick 
in  her  studio,  1962. 
Photograph,  Warman, 
New  York  Herald 
Tribune. 


2.  Havana  Cafe. 
Oil,  25  X  30  inches. 

Collection  Mr.  and  Mrs.  Morris  Feld. 

3.  Still  Life  with  Artichokes. 
Oil,  16x21  inches. 
Artist's  Collection. 


4.  Interior,  Two  Cats.  Oil,  20  X  25  inches.  Collection  Mrs.  Arthur  Helwig. 


entrances  to  a  richer,  more  complex  world  than  our 
own. 

In  Interior,  Two  Cats(No.  4),  the  anonymous  furniture, 
the  vase  of  flowers,  the  two  cats,  their  silent  presence 
indicating  a  warm,  inhabited  interior,  are  in  a  sense  mere 
foreground  preludes  to  the  immense  window  behind 
them  that  gives  on  to  a  garden,  covering  two  thirds  of 
the  canvas  which  is  permeated  by  the  vital  force  of  the 
garden  landscape.  The  ordinary  furnishings  seem  to 
disappear,  yet  the  presence  of  the  cats  keeps  the  entire 
composition  under  control.  At  this  time,  too,  the  dif- 
ferent elements  of  landscape  compositions  became  in- 
creasingly interwoven,  resembling  mediaeval  tapestries. 
They  were  essentially  studies  of  vegetation,  with  man- 
made  elements  such  as  buildings,  gateways,  fences, 
steps,  even  a  blanket  draped  over  a  wall,  still  dominat- 
ing the  organisation  of  the  whole.  But  the  subtle  en- 
croachment of  trees,  plants  and  flowers,  and  their 
gradual  ascendancy  over  other  elements,  mark  the 
latest  evolution  of  the  artist's  landscape  painting.  In  in- 
teriors of  this  period,  when  mirrors,  doors  or  windows 
communicate  with  other  rooms,  or  with  the  outside 
world,  it  is  architectural  detail  that  suggests  the  mvs- 
tery  of  what  is  beyond  a  door  or  round  a  corner,  which 
Poe  talks  about  in  his  essay  on  decoration.  Paris  Win- 
dow (No.  5)  is  an  especially  provocative  and  hallucinating 
pastel.  The  window  itself  covers  almost  the  entire 


paper.  It  opens  onto  another  perspective,  in  which  other 
windows  repeat  the  rectangular  framework  of  the 
foreground,  through  which  they  are  seen.  A  directoire 
chair  is  almost  centred  in  front  of  this  window.  It 
conveys  a  stifling  silence  and  sense  of  loneliness.  This 
same  silence  is  the  theme  of  Interior,  Reflecting  Mirrors 
(No.  6).  Each  element,  the  divan,  the  mantelpiece,  the 
vases  of  flowers,  is  subordinated  to  the  rectangle  ot  the 
mirror,  which  suggests  an  infinite  perspective. 

The  French  influence  on  the  painter  during  these 
middle  years  is  strongly  apparent,  but  it  should  not  be 
over-emphasised.  French  styles  of  architecture  and  fur- 
niture are  indeed  to  be  found  in  many  of  these  can- 
vases, not  only  because  ot  the  painter's  numerous  and 
often  lengthy  visits  to  France,  but  also  because  of  her 
background.  Lilian  MacKendrick's  parents,  who  emi- 
grated to  the  United  States  from  Russia,  shared  the 
deep  attachment  ot  many  Russians  -  and  indeed  Euro- 
peans -  at  the  turn  of  the  century  to  Gallic  culture. 
However,  her  taste  for  brilliant,  sensuous  colours  can 
certainly  be  linked  to  the  passion  of  twentieth-century 
Russian  painters  for  pure  tonalities.  Though  her  tech- 
nique at  that  moment  leaned  towards  the  Impressionists 
and  Post-Impressionists,  the  almost  barbaric  splendour 
ot  these  colours  connect  her  with  the  Orient,  and  with 
the  oriental  element  in  Russian  art. 

By  i960,  MacKendrick  was  rejecting  all  torms  of 
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distortion  in  favour  of  an  accurate,  positive  drawing, 
while  each  object  was  analysed  in  detail.  Her  work 
combined  accomplished  description  with  highly  imag- 
inative use  of  colour.  In  spite  of  the  growing  splendour 
of  her  repertoire,  it  is  the  still  life  and  interior  treated  as 
still  life,  composed  of  objects  made  by  human  hand, 
which  affect  us  most  profoundly.  Interior,  Oriental  Silks 
is  the  tour  dejorce  in  this  genre.  The  composition  revol- 
ves round  a  partially  unrolled  bolt  of  silk,  the  colours  of 
which  arc  seemingly  more  brilliant  than  those  permit- 
ted by  reality  -  a  startling  yellow,  a  green,  an  orange 
and  a  pink,  refinements  of  the  Rajput  and  Mughal 
palette,  pure  colours  cast  in  the  setting  of  an  occidental 
interior.  The  furniture,  the  carpet,  the  objets  d'art  and 
the  plants  surrounding  this  blaze  of  silks  are  as  rigor- 

5.  Paris  Window. 
Pastel,  19^  x  12  inches. 
The  Hirsliorn  Museum, 
Smithsonian  Institute,  Washington,  DC. 

6.  Interior,  Reflecting  Mirrors. 
Oil,  30  X  20  inches.  Paris,  1957. 
Morgan  State  College  Gallery  of  Art, 
Baltimore,  Maryland. 
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7.  Forsythia,  Katonah,  New  York. 
Oil,  16  X  20  inches. 

Collection  Mr.  and  Mrs.  S.  C.  Lyons. 

8.  Yellow  Frcesia,  Yellow  Apples. 
Oil,  20  X  24  inches. 

Artist's  Collection. 
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ously  independent  of  one  another  as  they  are  united  by 
rhythm  and  colour.  Each  element  retains  its  mundane 
individuality,  while  at  the  same  time  it  is  woven  into  a 
fabric  that  offers  us  'ideal  objects',  but  still  tactile  and 
alive.  As  in  Interior,  Mexican  Flowers,  the  effect  of  this 
coalition  of 'ideal  objects'  is  to  heighten  the  feeling  of 
human  absence.  It  evokes  the  disorder  produced  by  the 
intervention  of  human  beings  within  what  otherwise 
would  be  an  established  harmony.  People  inhabit  this 
clearly  defined  interior,  and  leave  behind  vivid  traces 
of  their  presence.  The  interplay  of  these  two  elements 
satisfies  our  need  tor  human  contact. 

In  landscape  painting  of  this  fourth  period,  Lilian 
MacKendrick  gradually  eliminated  benches,  roads  and 
the  framework  of  doors  and  windows.  At  the  same 
time,  she  constructed  networks  of  foliage  that  weave  a 
landscape  by  means  of  intertwining  strands  of  dazzling 
colour.  At  this  point,  Lilian  MacKendrick  was  closer  to 
the  experience  of  the  American  Abstract  Expression- 
ists than  to  the  formulae  of  contemporary  realistic 
painters,  for  these  landscapes  arc,  more  often  than  not, 
continuous  interconnected  patterns  of  colour.  The  veg- 
etation is  presented  in  such  a  way  that  each  part  of  the 
whole  is  ambivalent:  one  sees  either  the  spectre  of  an 
enchanted  woodland,  or  a  woodland  described  accord- 
ing to  the  unities  of  pure  form  and  colour.  But  there  is 
always  a  detail,  such  as  the  brief  allusion  to  a  house  in 
Forsytiiia,  Katonah  (No.  7),  that  acts  as  a  reminder  that 
the  artist  is  painting  an  earthly  reality.  These  landscapes 
have  a  strength  and  an  impact  comparable  to  that  of 
the  heightened  experience  of  film. 

As  with  the  architectural  interiors  of  this  period, 
where  human  beings  are  invoked  in  absentia,  the  port- 
raits are  nearly  always  treated  as  still  lifes.  The  painter 
seems  to  be  concerned  with  something  other  than 
what  portraits  have  been  concerned  with  from  the 
Renaissance  to  this  day,  namely,  the  character  of  the 
person  portrayed.  Lilian  MacKcndrick's  portraits  are 
detached  analyses  of  physical  characteristics  rather  than 
introspections  of  the  model.  Though  static,  they  have 
strong  connections  with  the  objects  surrounding  them. 
In  Japanese  Mother  and  Child,  the  porcelain  bowls,  the 
plants  and  flowers  in  the  background,  even  the  stool 
upon  which  the  two  figures  are  seated,  have  the  same 
values  as  the  woman  in  a  silken  kimono  feeding  her 
child. 

The  same  cool  eye  also  creates  a  passionate  still  life, 
Yellow  Frecsia,  Yellow  Applcs(No.  8).  Two  cups  of  coffee, 
a  plate  of  cheese  and  crackers,  a  vase  of  flowers,  a  cream 
pitcher  and  a  sugar  bowl  and  spoon  form  a  semi-circle 
around  two  apples  on  a  piece  of  chinaware.  Such  ap- 
parent rigidity  should  make  the  apples  or  the  brilliant 
flowers  in  a  vase  the  cynosure  of  the  composition.  Its 
secret,  however,  lies  elsewhere:  in  the  role  played  by 
the  Indian  cotton  print  that  shuts  off  the  still  life  from 
the  intrusion  of  the  outside  world. 

In  this  painting,  the  idea  of  predominant  back- 
grounds, on  which  the  artist  began  to  work  in  Havana 


Caje  (No.  2),  attains  its  finest  expression.  The  fabric  as- 
sumes the  same  intensity  as  the  objects  placed  on  the 
table.  They  are  linked  together  by  the  hot  pinks  in  the 
background  and  the  brilliant  red  of  the  sugar  bowl  in 
the  left  middle  ground.  Part  of  the  plate  and  saucer  in 
the  right  middle  ground  are  arbitrarily  cut,  repeating 
structural  processes  with  which  the  painter  has  worked 
from  the  very  beginning. 

During  the  past  five  years,  Lilian  MacKendrick  un- 
dertook an  extended  journey  to  Greece,  Iran  and  the 
Orient.  Following  up  her  several  visits  to  Israel,  she 
travelled  widely  in  the  Far  East.  This  experience  chan- 
ged very  little  the  basic  direction  of  her  work.  Rather, 
in  contact  with  the  ancient  civilisations,  she  retraced 
her  steps,  revising  already  established  formulae.  It  was 
the  beginning  of  the  latest  period,  the  confirmation  of  a 
lifetime's  research  and  industry.  Her  landscapes  continue 
to  be  expressed  in  terms  of  the  tapestried  arabesque,  but 
compositions  are  at  the  same  time  more  open,  airy.  After 
her  return  from  the  Far  East,  the  structure  tightens, 
and  each  element  is  even  more  minutely  described. 

In  Pigeon  House,  Kadoorie  Farms,  Hongkong,  the  foliage 
surrounding  the  birds  is  inextricably  interlaced,  appar- 
ently without  pattern.  The  pigeon  house  in  the  middle, 
with  its  cartesian  precision  of  a  man-made  object,  is 
used  like  an  arcane  ideogram  in  the  middle  of  an 
oriental  carpet.  It  contains  the  almost  extravagant  nat- 
ural setting  by  virtue  of  the  latter  being  placed  in 
opposition  to  a  mathematically  based  human  structure. 
We  would  be  overwhelmed  by  the  rich  mass  of  vege- 
tation in  Greenhouse,  Winter,  Salem  Centre,  for  example, 
were  it  not  for  the  presence  of  geometric  controls.  The 
pigeon  house,  the  struts  of  the  glass  roof,  allow,  as  it 
were,  an  observer  of  the  painting  to  breathe. 

Three  trees  in  Pathivay,  Girassol,  Hongkong  are  super- 
imposed upon  each  other  in  such  detail  that  we  can 
recognise  the  varieties  and  suggested  shapes  of  leaves. 
The  hint  of  a  steel  balustrade  in  the  midst  of  the  land- 
scape disappears  immediately  in  the  undergrowth.  The 
sweep  of  flowers  and  bushes  completes  the  composi- 
tion, allowing  an  unimpeded  view  of  the  almost  phan- 
tasmal mountain  in  the  distance,  the  contours  of  which 
are  repeated  in  a  stretch  of  water.  The  whole  is  struc- 
tured according  to  the  traditions  of  Chinese  painting, 
but  in  place  of  stylisation  the  artist  offers  us  an  accurate 
observation  of  nature.  The  duality  of  this  process  is 
without  a  doubt  a  rare  and  highly  personal  manifesta- 
tion in  the  history  of  landscape  painting.  Throughout 
the  latest  period,  the  drawing  becomes  increasingly 
strict,  and  the  relation  of  colours  of  the  highest  and 
purest  tonalities  is  more  modulated  than  before.  The 
still  lifes  have  a  precision  that  insists  on  including  the 
last  detail.  Gradually,  Lilian  MacKendrick  rejects  the 
carpets  or  fabrics  that  formerly,  she  placed  behind  still 
lifes,  substituting  intertwining  flowers  and  foliage. 
With  the  elimination  of  background  cloths,  the  com- 
positions now  dissolve  into  infinity.  They  are  trans- 
formed into  a  perfect  continuum. 
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9.  Breakfast  tray,  New  York.  (Cf.  colour). 
Pastel,  2i£  X  275  inches. 
Collection  John  Ingtis  Hall. 


10.  Nudes. 
Pastel. 

Private  Collection. 


Breakfast  Tray,  New  York  (No.  aj  is  a  most  dramat 
expression  of  all  these  aesthetic  propositions.  The  fram 
work  of  greenery  and  the  table-cloth  with  its^flor 
design  form  a  magic  circle  enclosing  a  metal  tray  con 
plete  with  porcelain,  linen,  silver  and  a  breakfast  evi 
dently  in  progress.  The  plants  and  flowers  are  almo 
repeated  in  the  style  and  rhythm  of  the  tablc-clotl 
while  the  tray  contains  all  the  tensions  that  form 
perfect  balance,  each  clement  being  interwoven  in 
strict  order  to  produce  a  fabulous  compages. 

Lilian  MacKcndrick  at  the  present  has  reached  a  hig 
point  in  her  career;  she  has  managed  to  fuse  the  moi 
enduring  principles  of  both  Western  and  Eastern  art} 
After  a  long  period  of  research,  she  has  learned  to  usj 
oriental  techniques  of  composition  and  colour,  whiL 
her  Russian  background  gives  the  latter  an  additional 
authority.  Her  American  heritage  in  turn  gives  hd 
command  of  a  realism  involving  objects  in  daily  use, 
presented  with  a  concern  for  their  pristine  quality. 

A  body  of  work  that  has  evolved  along  these  lines  ii 
far  from  easy  to  assimilate  at  first  sight.  The  paintci 
who  began  with  the  abstract  enumeration  of  the  eleJ 
ments  surrounding  us  has  succeeded  in  relating  each 
object  to  the  other  in  a  structured  harmony.  Ideal  ob- 
jects incarnate  the  real,  perishable  object,  bound  by  the 
laws  of  destruction  to  winch  nature  is  subject. 


TWTUICBl  DDIIIST  \KT 


Eleanor  Olson 


1^  antric  Buddhist  plastic  and  pictorial  arts, 
lent  by  museums  and  private  collectors  in  the 
New  York-New  Jersey  metropolitan  area, 
ire  on  view  at  China  Institute,  New  York  until  May 
24.  The  objects,  fifty-four  in  all,  dating  from  the 
eighth  to  the  nineteenth  century,  are  of  Tibetan, 
Chinese,  Nepali  and  Kashmiri  workmanship.  The 
most  impressive  sculpture  and  the  only  wood  carving 
(No.  1)  is  a  dancing  dakini  (a  mystic  goddess  who 
imparts  the  higher  wisdom  to  devotees).  Her 
distinctive  emblem,  a  sow's  head  near  her  right  ear, 
identifies  the  goddess  as  Vajravarahi,  the  highest  of 
the  dakinis.  The  sense  of  light  rhythmic  movement 
that  pervades  this  remarkable  sculpture  is  suited 
to  the  nature  of  these  fairy-like  goddesses  who 
dance  through  space.  Like  most  of  the  fierce  protector 
deities,  she  holds  a  chopper  and  a  skull  cup,  wears  a 
garland  of  freshly-scvcrcd  human  heads,  and  treads 
upon  a  human  being.  Tantric  symbolism  always  has 
multiple  meanings,  but  perhaps  Vajravarahi  symbol- 
izes above  all  a  total  awareness  of  ultimate  reality, 
stripped  of  all  worldly  illusions.  So  large,  monumental, 
and  early  an  example  of  Ncpalese  wood  sculpture  must 
be  considered  the  greatest  rarity.  The  fact  that  it 
represents  one  of  the  highest  deities  of  Tantric 
Buddhism  gives  the  figure  supreme  importance. 

Most  Tantric  Buddhist  images  are  cast  or  beaten  in 
copper  or  bronze.  Samvara  and  Avalokitcshvara 
(Nos.  2  and  3)  are  silver.  Samvara  wears  gilt  jewellery 
and  his  consort  is  gilt  with  silver  jewellery.  Avaloki- 
teshvara  also  has  gilt  embellishments,  and  Ins  tiara  is  a 
splendid  sight,  being  set  with  a  mosaic  of  Persian 
turquoises.  The  faces  of  Tibetan  images  arc  painted, 
and  regularly  repainted,  with  'cold  gold',  consisting  of 
"old  and  thin  glue,  as  seen  in  the  Samvara  image. 
Samvara  is  four-faced  and  twelve-armed.  (Tantric 
Buddhist  deities  are  identified  by  the  number  of  heads 
and  limbs,  the  hand  gestures  or  mudras,  emblems  or 
weapons  held,  and  so  on.)  Samvara  clasps  his  partner  in 
the  posture  called  by  the  Tibetans  yab-yuin  (father- 
mother)  symbolising  the  inseparable  unity  of  compas- 
sionate means  (the  active  male  principle)  with 


1.  Vajravarahi  (The  Diamond  Sow). 
Nepal,  wood  with  remains  of  polychrome, 
about  fifteenth  century.  Height  43  inches. 
Mrs.  Carroll  L.  Cartwright. 
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intuitive  wisdom  (the  passive  female  principle).  This 
symbolism  reverses  that  of  Tantric  Hindu  deities  where 
the  feminine  partner  is  the  shakti  or  active  energy  of  the 
passive  male  deity.  The  term prajna  is  substituted  for 
shakti  in  Tantric  Buddhism.  Samvara  belongs  to  the 
class  of  fierce  deities  called  Herukas  who  represent  the 
Buddha  nature  in  its  dynamic  aspect,  in  the  act  of 
breaking  through  the  bonds  of  the  ego  as  the  devotee 
experiences  his  personal  realisation  of  Buddhahood. 
Avalokiteshvara  (The  Lord  who  looks  down)  is  one  of 

2.  Samvara  with  Consort. 

Tibet,  silver  and  gilt  with  turquoises 
and  painted  details, 
sixteenth  century.  Height  6  inches. 
Doris  Wiener  Gallery. 

3.  Avalokiteslwara  (The  Merciful  Lord). 
Tibet,  silver  with  gilt  and  turquoises, 
sixteenth  century.  Height  14  inches. 
Andrea  Sporer  Simon. 
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the  supreme  Bodhisattvas,  those  great  beings  who  forgo 
the  bliss  of  Nirvana  in  order  to  save  all  creatures. 
He  symbolises  above  all  active  compassion.  In  China 
and  Japan,  as  Kuan-yin  and  Kannon,  Avalokiteshvara 
has  since  the  twelfth  century  been  popularly  regarded 
as  feminine.  This  four-armed  form  of  the  Bodhisattva 
is  believed  to  incarnate  in  each  Dalai  Lama.  His  gesture 
of  prayer  symbolises  the  union  of  wisdom  and 
compassion.  The  other  two  hands  originally  held  a 
rosary  and  lotus  blossom. 

Most  Tantric  Buddhist  paintings  arc  in  the  form  of 
hanging  scrolls  called  tankas.  Tankas  arc  pictorial 
images,  infused  like  the  plastic  images  with  a  power 
and  energy  which  is  sometimes  overwhelming  in  its 
impact  on  the  viewer.  The  exhibition  includes  twelve 
painted  tankas  and  one  which  is  exquisitely  worked  in 
silk  applique,  illustrating  a  pictorial  technique  which 
belonged  to  the  repertoire  of  T'ang  China  and  Early 


4.  Shnhavaktra  (The  Lion-headed Dakini). 
Tibet,  gilt  bronze  with  polychrome, 
turquoises  and  corals, 

seventeenth  to  eighteenth  century.  Height  13  inches. 
Drahaiu  Norwich. 


5.  Dancing  Skeletons  (Cilipati). 
Tibet,  bronze, 

seventeenth  to  eighteenth  century.  Height  6j  inches. 
Jacques  Marchais  Center  of  Tibetan  Art. 


51 


i 


I 

Heian Japan  but  survived  only  in  Tibet.  An  illumin- 
ated manuscript  page  from  the  Tibetan  Buddhist 
canon  called  Kanjur  and  a  ritual  apron  of  carved  * 
human  bone  complete  the  exhibition. 

The  words  Tantric  and  Tantrism  are  anglicisations 
derived  from  the  Sanskrit  Tantra  which  designates 
revolutionary  texts  on  rituals  and  spirituals  and 
magical  practices  composed  mainly  during  the  first 
millennium  of  the  Christian  era.  The  Hindu  Tantras 
are  later  superficial  imitations  of  the  Buddhist  Tantras 
and  Hindu  Tantric  art  is  quite  different  from  Buddhist. 
The  final  mystical-occult  development  of  Buddhism  in 
mediaeval  India,  Tantric  Buddhism  was  transplanted 
to  Tibet  along  with  the  entire  Buddhist  tradition 
between  the  eighth  and  twelfth  centuries,  before 
Buddhism  disappeared  from  its  motherland.  In  its 
early  form,  it  also  spread  to  other  Buddhist  lands 
including  China.  This  early  Chinese  Tantric  or 
Esoteric  Buddhism  did  not  survive  as  a  separate  sect, 
but  in  the  thirteenth  century  Tantric  Buddhism  was 
re-introduced  to  China  from  Tibet  in  the  form  of 
Lamaism.  Chinese  Lamaism  developed  in  Peking  and 
other  urban  areas  and  was  limited  mainly  to  the  ruling 
classes.  Much  of  its  art  was  commissioned  by  Mon- 
golian and  Tibetan  Buddhists.  Although  Chinese 
Lamaist  art  derives  directly  from  Nepal  and  Tibet,  all 
Tantric  Buddhist  art  reflects  the  earlier  influences  from 
India  which  were  modified  in  Nepal,  Central  Asia, 
Kashmir  and  T'ang  China. 

Although  essentially  traditional  and  conservative, 
Tantric  Buddhist  art  attained  in  Tibet  a  unique  power, 
vitality  and  range  of  dramatic  expressiveness.  The 
deities  are  not  the  product  of  human  imagination. 
They  manifest  themselves  to  the  votary  in  response  to 
mantric  invocations,  and  must  be  represented  in  art 
precisely  as  they  have  appeared  and  as  they  are 
described  in  the  scriptural  texts.  Tantric  Buddhist  art 
attained  its  ultimate  development  in  Tibet  between  the 
fourteenth  and  seventeenth  centuries,  but  fine  tankas 
are  still  being  painted  by  Tibetan  artists  who,  as  a 
result  of  recent  political  changes,  have  settled  in  India 
and  Himalayan  areas  and  even  in  the  western  world. 
Tantric  Buddhism  still  lives  and  among  its  devotees  are 
many  young  people  throughout  the  world. 

6.  Yama  (Lord  of  Death). 
Tibet,  tanka,  painted  in  colours 
and  gold  on  cotton, 

about  fifteenth  century,  30J  X  20§  inches. 
Alice  and  Nasli  Hccramancck  Collection. 

7.  Goddess  riding  a  Lion. 
Tibet,  detail  of  tanka, 

painted  in  colours  and  gold  on  cotton, 
seventeenth  century,  33J  X  22+ inches. 
Dr.  and  Mrs.  Jack  Light. 

8.  Yamari  (Conqueror  of  Death). 
Tibet,  detail  of  tanka, 

painted  in  gold  on  black  ground  with  slight  colour, 
I    nineteenth  century,  3l|  X  2ij  inches. Joseph  Heil. 


52 


America 


Joseph  T.  Butler 


ISLAMIC  ART:  THE  PALEVSKY- 
HEERAMANECK  COLLECTION 

The  Los  Angeles  County  Museum  of  Art  recently 
showed  one  of  the  finest  private  collections  of 
Islamic  art  in  the  world.  The  collection  was 
formed  by  the  late  connoisseur  and  dealer  Nash 
M.  Heeramaneck  and  it  was  purchased  for  the 
Museum  by  Mrs.  Joan  Palevsky,  a  member  of  the 
Board  of  Trustees.  A  total  of  about  650  pieces  of 
superb  quality  are  included.  Because  of  this  acqui- 
sition, the  Los  Angeles  County  Museum  will 
become  one  of  the  major  centres  in  the  United 
States  for  the  study  of  Islamic  art.  The  collection 
covers  a  period  of  Islamic  history  from  700  to 
1900  ad.  Included  are  paintings,  glassware,  bron- 
zes, textiles,  calligraphy  and  ceramics  from  Middle 
Eastern  countries  where  Islam  is  the  dominant 
religion  such  as  Turkey,  Syria,  Egypt,  Iran  and 
Iraq. 

A  vers-  important  catalogue  of  the  collection 
has  been  published  by  the  Museum  which  is  an 
important  scholarly  contribution  in  the  field.  It  is 
edited  by  Dr.  Pratapaditya  Pal.  the  Museum's 
Senior  Curator  of  Indian  and  Islamic  Art.  The 
232-page  volume  includes  16  colour  plates  and 
about  160  black  and  white  illustrations.  Scholarly 
essays  have  been  contributed  by  U.  C.  L.  A.  Pro- 
fessor Kathariva  Otto-Dorn  ('The  Art  of  Ceram- 
ics'), Edwin  Binney,  3rd  ('The  Arts  of  the  Book') ; 
Mary  Hunt  Kahlenberg,  the  Museum's  Curator  of 
Textiles  and  Costumes  ('The  Art  of  Textiles') ; 
with  essays  by  Dr.  Pal  ('The  Art  of  Metalwork' 
and  'Other  Arts').  This  valuable  catalogue  also  in- 
cludes a  checklist  of  the  exhibition  and  a  fine 
bibliography. 


1.  Divaii  or  Cushion  Cover,  Turkish,  cut  and 
voided  velvet,  silk,  gilt,  second  half  of 
seventeenth  century.  The  Palevsky-Hecramaneck 
Collection,  Los  Angeles  County  Museum  oj  Art. 

2.  Bottle,  Persian,  glass,  eighth  to  ninth  century. 
The  Palevsky-Hecramaneck  Collection, 

Los  Angeles  County  Museum  of  Art. 

3.  Horse's  Head  Stopper,  Egyptian,  crystal, 
tenth  to  eleventh  century. 

Tlie  Paltvsky-Hceramaneck  Collection, 
Los  Angeles  County  Museum  of  Art. 

4.  Bracelet,  Persian,  gold,  tenth  to  eleventh 
century.  Tlie  Palevsky-Hecramaneck  Collection, 
Los  Angeles  County  Museum  of  Art. 

5.  Bowl.  Egyptian,  engraved  brass, 
fourteenth  century.  The  Palevsky-Hecramaneck 
Collection,  Los  Angeles  County  Museum  of  Art. 
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7.  Baccio  Bandinellt. 
Studies  of  Two  Standing  Male  Nudes, 
pen  on  paper. 
Ian  Woodncr. 


8.  Charles  Le  Brun.  Head  of  a 
Horse,  black  chalk,  heightened  with 
white  on  tan  oatmeal  paper. 
Ian  Woodner. 
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OLD  MASTER  DRAWINGS  FROM 
THE  WOODNER  COLLECTION  II 

The  Los  Angeles  County  Museum  of  Art  had 
another  important  'first'  recently.  It  was  the  exhi- 
bition of  a  selection  of  old  master  drawings  from 
one  of  the  most  prestigious  private  American  col- 
lections. It  was  formed  by  the  well-known  archi- 
tect and  artist,  Ian  Woodner  of  New  York,  and 
was  shown  for  the  first  time  in  Los  Angeles.  In- 
cluded were  116  works  ranging  in  date  from  the 
fifteenth  to  the  eighteenth  centuries  and  including 
works  of  the  Italian,  French,  German,  Dutch, 
Flemish  and  Spanish  schools.  Among  the  masters 
represented  are  Signorelli,  Correggio,  Annibale 
Carracci,  Tiepolo,  Simon  Bening,  Albert  Bouts, 
Boucher,  Fragonard,  Greuze  and  Goya. 

Of  particular  interest  is  a  rare  and  important 
group  of  34  illustration^  from  a  book  of  instruc- 
tion for  a  young  prince.  Expressed  in  a  series  of 
ornate  visual  allegories,  the  book  dealt  primarily 
with  the  art  of  prudent  government  and  morality. 
These  drawings  have  been  identified  as  the  work 
of  a  French  artist  who  designed  the  woodcuts  in 
major  books  printed  in  Lyons  in  the  late  fifteenth 
century.  The  artist  is  called  'Le  Maitre  aux  Pieds- 
Bots'  (the  master  of  the  club  foot)  because  of  the 
round-toed  shoes  worn  by  his  figures.  Among  the 
individual  sheets  is  Hie  Adoration  of  the  Magi  by 
the  celebrated  Flemish  miniaturist  Simon  Bening. 
This  elaborate  work,  based  on  a  lost  painting  by 
the  great  Flemish  master  Hugo  van  der  Goes,  is 
executed  in  brilliant  colours  with  gold  on  vellum 
and  illustrates  the  transitional  style  in  Flemish 
miniature  painting  at  the  beginning  of  the  six- 
teenth century. 

Illustrative  of  the  wide  range  of  drawings  in  the 
Woodner  Collection  II  are  two  interesting  works 
-  one  by  French  artist  Jean-Honore  Fragonard, 
and  one  by  the  celebrated  Spanish  master,  Goya. 
The  Kiss  Over  the  Stove,  a  brown  ink  and  wash 
drawing  by  Fragonard,  is  one  of  the  most  delicate 
of  his  amorous  subjects  and  is  a  fme  example  of 
the  freedom  and  frivolity  of  the  French  Rococo. 
Typical  of  Goya's  broad  subject  matter  is  his 
series  of  drawings  of  lunatics.  A  good  example 
from  this  scries  is  the  black  chalk  drawing  Loco 
Furioso  (a  raging  madman) 'executed  in  the  last 
year  of  Goya's  life. 


9.  Attributed  to  Albert  Bouts. 
The  Four  Fathers  of  the  Church, 
(1460-1549),  pen  and  black  ink  on  vellum. 
Ian  Woodner. 


10.  Claude  Gillot.  The  Illness  of  Harlequin, 
brown  ink  and  grey  wash  on  paper. 
Ian  Woodner. 


EDWIN  AUSTIN  ABBEY  1852-1911 

The  paintings  and  illustrations  of  Edwin  Austin 
Abbey  have  been  neglected  and  indeed  forgotten 
in  recent  years.  Abbey's  estate  deposited  the  bulk 
of  his  life  work  in  the  storage  rooms  of  the  Yale 
University  Art  Gallery  and,  with  the  exception  of 
a  show  in  1939,  it  has  remained  there  undisturbed. 
With  the  new  interest  in  realist  painting,  Yale 
decided  to  show  Abbey's  work  to  a  public  which 
might  again  appreciate  it.  As  a  result,  Abbey  has 
emerged  as  one  of  the  great  Anglo-American  his- 
tory painters. 

Abbey  was  born  in  Philadelphia  and  studied 


briefly  at  the  Pennsylvania  Academy.  As  a  teen- 
ager his  career  was  launched  as  an  illustrator  for 
Harper's.  His  drawings  received  wide  critical  ac- 
claim. In  the  late  1870's  Abbey  left  America  for 
England  to  become  a  painter  of  historical  subjects. 
The  English  public  embraced  his  work;  he  was 
elected  to  the  Royal  Academy  in  1896  and  was 
commissioned  to  paint  the  coronation  picture  of 
Edward  VII.  He  became  a  voluntary  expatriate 
but  his  work  did  not  go  unnoticed  in  this  country. 
Yale  bestowed  an  honorary  degree  on  Abbey  in 
1897  and  he  worked,  at  the  end  of  the  century, 
with  John  Singer  Sargent  and  Puvis  de  Chavamies 
on  the  mural  decorations  for  McKim's  Boston 
Public  Library.  These,  and  his  murals  at  the  Har- 
risburg  State  Capitol  (Pennsylvania),  have  long 
remained  great  favourites. 

11.  Edwin  Austin  Abbey. 

The  Crusaders  Sighting  Jerusalem,  oil  on  canvas, 

1 90 1.  Yale  University  Art  Gallery, 

Edwin  Austin  Abbey  Collection. 


The  Yale  show  brings  Abbey  into  focus  as  an 
important  illustrator  and  one  of  the  most  interest- 
ing historical  painters  in  an  archaeological  sense. 
His  knowledge  of  mythology  and  the  Midcfle 
Ages  was  immense  and  this  exactness  of  detail  is 
translated  in  his  paintings.  The  works  in  the  exhi- 
bition were  selected  by  two  advanced  graduate 
students  Kathleen  A.  Foster  and  Michael  Quick, 
who  spent  more  than  two  years  working  on  the 
exhibition.  They  have  also  written  essays  for  the 
sumptuous  catalogue  which  has  been  prepared. 
Abbey  emerges  as  one  of  the  most  interesting  of 
the  decorative  painters  of  the  end  of  the  nine- 
teenth century.  The  exhibition  can  be  seen  at  the 
Albany  Institute  of  History  and  Art  from  Sep- 
tember 6  through  October  27. 

12.  Edwin  Austin  Abbey.  Am  I  in  face  today, 

from  She  Sloops  to  Conquer, 

pen  and  ink  over  pencil  on  academy  board,  1884. 

Yale  University  Art  Gallery,  Edwin  Austin  Abbey 

Collection. 


13.  Edwin  Austin 
Abbey.  The  Old  Song, 
watercolour  over 
sketch  in  pencil,  1885. 
Yak  University 
Art  Gallery, 
Edwin  Austin  Abbey 
Colh  ction. 
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IMPORTANT  NEW  STRUCTURE 
IN  HOUSTON 

The  Museum  of  Fine  Arts,  Houston  has  dedicated 
its  new  four  million  dollar,  75  thousand  square- 
foot  Brown  Pavilion.  Founded  in  1900  by  the 
Houston  Art  League  for  the  purpose  of  encourag- 
ing the  appreciation  of  art  in  the  public  schools, 
the  Museum  has  grown  from  a  small,  rectangular 
neo-classical  building  opened  in  1924  to  the 
141,500  square-foot  superstructure  that  stands 
today. 

The  new  Brown  Pavilion,  financed  through  a 
gift  from  the  Brown  Foundation,  is  the  last  phase 
of  a  master  plan,  the  brainchild  of  the  internation- 
ally famous  architect  Ludwig  Mies  van  der  Rohe, 
initiated  in  1958.  Following  the  original  plan,  the 
new  wing  is  designed  to  enclose  the  33  foot  high 
Cullinan  Hall,  opening  directly  onto  the  hall  on 
both  the  ground  and  upper  levels.  The  mammoth, 
broadly-curving  upper  gallery  of  the  Pavilion  is 
25,000  square  feet  in  size  (300  feet  long,  83  feet 
wide,  with  a  ceiling  height  of  20  feet)  and  encased 
on  three  sides  with  glass  panels  jointed  with  black 
steel  mullions.  'The  ideal  museum  is  one  large 
area,  allowing  complete  flexibility',  Mies  once 
said.  He  pointed  out  that  'architectural  space 
achieved  in  such  a  museum  becomes  a  defining 
rather  than  confining  space'. 

Intended  primarily  to  house  temporary  loan 
exhibitions,  the  gallery  is  designed  so  that  art  may 
be  displayed  freestanding  or  on  movable  parti- 
tions. The  opening  exhibition,  The  Great  Decade 
of  American  Abstraction:  Modernist  Art  i960  to 
1970,  included  paintings  whose  large  dimensions 
are  equal  to  the  challenge  of  the  gallery's  grand 
scale  (the  largest  painting  30  feet  wide;  the  tallest 
is  17  feet  in  height). 

In  addition  to  the  large  upper  gallery,  the  new 
Brown  Pavilion  also  includes  galleries  on  the 
lower  level  on  the  east  side  of  the  building.  These 
galleries,  of  a  more  traditional  nature,  with  paint- 
ed plaster  walls  and  green  Italian  terrazzo  floors, 
house  the  Museum's  collection  of  Pre-Colum- 
bian, American  Indian,  African,  and  oceanic  art, 
as  well  as  works  by  Frederic  Remington  from  the 
Hogg  Brothers'  Collection.  Located  in  the  same 
area  is  the  new  Alvin  Romansky  gallery  for  prints 
and  drawings.  The  Museum's  entire  collection  of 
twentieth-century  American  paintings  and  sculp- 
ture will  be  on  display  in  Cullinan  Hall  and  the 
North  Foyer. 


15.  Jules  Olitski.  Born  in  Snovsk, 
magna  acrylic  on  canvas,  1963. 
The  Art  Institute  oj  Chicago, 
Gift  of  the  Ford  Foundation. 


The  walls  along  the  corridor  of  the  lower 
Brown  Pavilion  will  provide  space  intended  at  the 
moment  for  the  collection  of  modern  European 
painting  and  sculpture.  In  addition  to  the  galleries 
and  to  the  office  space,  the  lower  level  also  has  a 
321-seat  auditorium  equipped  with  two  35  mm. 
projectors;  the  Museum,  having  been  selected  as 
the  regional  theatre  for  the  American  Film  Insti- 
tute, will  be  able  to  show  outstanding  films  fol- 
lowing their  premieres  at  the  John  F.  Kennedy 
Center  for  the  Performing  Arts  in  Washington, 

DC. 

Other  features  of  the  Brown  Pavilion  include  a 
restaurant  adjacent  to  a  landscaped  courtyard  and 
a  15,000-volume  Fine  Arts  library  adjoining  a 
gallery  for  the  display  of  rare  and  illustrated 
books. 

The  Great  Decade  of  American  Abstraction :  Mod- 
ernist Art  i960  to  1970  was  supported  by  major 


14.  Morris  Louis.  Beta  Mn, 

acrylic  on  canvas,  i960. 

Andre  Emmerich  Gallery,  New  York. 


grants  from  the  Tenneco  Foundation  on  behalf  of 
the  Tenneco  family  of  companies  and  from  the 
National  Endowment  for  the  Arts. 

Organised  over  a  two-year  period  by  E.  A. 
Carmean,  Jr.,  Curator  of  Twentieth-Century  Art 
at  the  Museum,  this  exhibition  of  sixty  works  is 
the  most  comprehensive  examination  yet  under- 
taken of  the  development  of  modernist  art  in  the 
last  decade.  Paintings  included  were  by  Walter 
Darby  Bannard,  Jack  Bush,  Friedal  Dzubas,  Helen 
Frankenthalcr,  Adolph  Gottlieb,  Hans  Hofmann, 
Morris  Louis,  Robert  Motherwell,  Barnett  New- 
man, Kenneth  Noland,  Jules  Olitski,  Larry  Poons, 
Mark  Rothko,  Frank  Stella,  and  Clyffbrd  Still, 
and  sculpture  by  David  Smith  and  American 
works  by  Anthony  Caro. 


16.  Helen  Frankenthaler.  Buddha's  Court, 

acrylic  on  canvas,  1964. 

Mr.  and  Mrs.  Donald  B.  Straus,  New  York. 


17.  Kenneth  Noland.  17th  Stage, 
acrylic  resin  on  canvas,  1964. 
Mr.  Carter  Burden,  New  York. 
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ALBERT  BLOCH  (1882-1961) 

AN  AMERICAN  EXPRESSIONIST 

An  exhibition  of  paintings,  drawings,  and  prints 
by  Albert  Bloch  was  jointly  sponsored  by  Mun- 
son-Williams-Proctor  Institute  (Utica,  New 
York)  and  The  Edward  W.  Root  Art  Center, 
Hamilton  College  (Clinton,  New  York).  Organ- 
ised by  Joseph  S.  Trovato,  Assistant  to  the  Direc- 
tor of  the  Museum  of  Art  at  M-W-P,  hi  collabor- 
ation with  James  Penney,  artist  and  Professor  of 
Art,  Hamilton  College,  the  exhibition  contains 
approximately  seventy  paintings  on  display  in  the 
M-W-P  Museum  of  Art,  and  fifty-seven  water- 
colours,  drawings  and  prints  on  view  at  the  Root 
Art  Center. 

Albert  Bloch,  a  member  of  the  German  Expres- 
sionist movement  from  1908  to  192 1,  was  born  in 
St.  Louis  in  1882.  He  received  his  formal  art 
education  at  the  School  of  Fine  Arts,  Washington 
University,  and,  upon  graduating,  began  work- 
ing as  a  newspaper  artist  and  magazine  illustrator. 
Bloch's  political  cartoons  soon  attracted  the  in- 
terest of  William  Marion  Reedy  who  offered  him 
a  job  on  his  Mirror,  a  literary-political  weekly  of 
great  importance  and  influence  in  its  time.  The 
close  relationship  between  the  two  men  was  to 
last  until  Reedy 's  death  in  1920.  In  1908,  Bloch 
travelled  abroad  and  settled  in  Munich.  He  studied 
in  the  museums  of  England,  France  and  Germany, 
remaining  in  Europe  for  the  next  13  years.  It  was 
at  this  time  his  work  impressed  Franz  Marc  and 
Wassily  Kandinsky,  who  invited  him  to  join  with 
them  and  several  other  painters  in  a  group  which 
later  became  known  as  Der  Blaue  Rciter  (The 
Blue  Rider).  The  purpose  of  this  loosely-knit 
group  was  to  generate  an  atmosphere  of  artistic 
freedom,  free  of  juries  or  other  official  and  arti- 
ficial restrictions. 

Back  in  the  United  States  in  1921,  Bloch  began 
teaching,  first  at  the  Chicago  Academy  of  Fine 
Arts  in  1922,  and  later  at  the  School  of  Fine  Arts, 
University  of  Kansas  as  director  of  the  Depart- 
ment of  Drawing  and  Painting.  He  retired  from 
that  position  in  1947  and  was  subsequently  ap- 
pointed Professor  Emeritus.  Since  his  death  in 
1 961,  the  work  of  Albert  Bloch  has  been  shown 
in  numerous  one-man  and  group  exhibitions.  An 
illustrated  catalogue  accompanies  the  show. 


18.  Albert  Bloch.  Fugal  I  'ariatiouson  a 
Mountain  Thane,  oil  on  canvas,  1955-56. 
Mrs.  Albert  Bloch. 

19.  Albert  Bloch.  Conference, 

oil  on  canvas,  1951.  Mrs.  Albert  Bloch. 

20.  Albert  Bloch.  Winter  in  the  Dead  Wood, 
oil  on  canvas,  1934-38.  Mrs.  Albert  Bloch. 
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Vienna 

A  TRIBUTE  TO  PICASSO 
An  exhibition  of  original  engravings  in  honour 
of  Picasso  which  has  previously  been  on  view  in 
Berlin  and  Hanover  has  now  been  mounted  in 
the  Museum  in  Vienna.  There  are  sixty  works 
signed  b\  engravers  oi  sev  enteen  different  nation- 
alities from  Max  Bill  to  Paolozzi.  Each  one  in  his 
own  way  recalls  the  great  subjects  of  the  artist 
who  died  last  year.  This  tribute  will  be  shown  at 
the  Museum  in  Rome  in  June  before  going  on  to 
New  York. 

The  Hague 

A  RETROSPECTIVE  EXHIBITION 
OF  PAUL  KLEE 

Paul  Klce,  who  died  in  1940  at  the  age  of  61,  is 
still  a  source  of  inspiration  for  many  young  pain- 
ters throughout  the  world  and  the  public  is  flock- 
ing to  see  the  present  exhibition  at  the  Municipal 
Museum  at  the  Hague  where  one  hundred  and 
thirty  of  his  works  are  on  view  until  May  7.  The 
choice  of  paintings  is  a  happy  one  in  that  it  fol- 
low -s  the  artist's  development  from  1917  (the  year 
when  he  began  painting  again  in  Munich)  until 
his  death.  The  sensitivity  evident  in  his  work  em- 
braces a  curious  mixture  of  tenderness  and  fantasy, 
of  mystery  and  humour,  of  realism  and  sym- 
bolism, of  the  abstract  even,  and  proclaims  the 
artist's  amazing  youth  and  familiarity  with  current 
trends.  He  used  to  say  that  the  artist  imitates  the 
mov  ement  of  forces  which  have  created  and  are 
still  creating  the  world.  (Our  thanks  are  due  to 
Mine.  Elka  Schreivcr  for  particulars  of  this  ex- 
hibition.) 

Paris 

EDVARD  MUNCH 

Munch  too  can  be  reckoned  to  be  one  of  the  main 
pivots  of  modem  pictorial  expression.  The  works 
of  this  visionary  (1863-1944),  his  obsessions,  his 
haunting  memories  of  Nordic  expressionism  have 
exercised  a  lasting  impression  on  Germanic  art. 
Strangely  enough  this  Norwegian  painter  is  not 
well  known  in  France  although  he  lived  there  for 
.1  long  time  and  on  several  occasions,  associating 
in  turn  with  the  Impressionists,  Toulouse-Lautrec 
and  Van  Gogh,  Gauguin  and  his  circle,  Bonnard 
and  the  Nabis.  The  two  hundred  and  fifty  paint- 
ings, drawings  and  engravings  which  are  on 
exhibition  at  the  Musce  d'Art  Moderne  until  May 
13  reveal  to  the  world  the  mournful  trait  in  his 
very  personal  flowing  style. 

1.  Paul  Klee.  Tin  great  dome,  1927. 

2.  PUVIS  DE  CHAVANNES. 

Four  standing  figures. 
Cartoons  </<■  pcintres,  Loun  e. 
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3.  Death's  head  in  icing  sugar. 

Collections  Insolites, 

Musee  des  Arts  Decoratifs,  Paris. 

UNUSUAL  COLLECTIONS 
Collecting  is  a  passion  as  old  as  the  hills.  The 
Musee  des  Arts  Decoratifs  (107  rue  de  Rivoli)  is 
exhibiting,  until  May  13,  the  absorbing  interests 
of  some  sixty  collectors  who,  chosen  from  thous- 
ands of  others,  have  built  for  themselves,  in  the 
middle  of  their  ordinary  surroundings,  a  world 
which  is  both  comical  and  fantastic,  very  often  far 
removed  from  the  world  of  art:  collections  of 
coffee  mills,  popular  votive  offerings,  gas-masks, 
planes  and  christening  boxes.  The  aim  has  been 
to  collect  as  many  different  and  unusual  kinds  as 
possible  of  one  particular  object.  It  is  a  very  ins- 
tructive venture  into  the  world  of  make-believe. 

ARTISTS*  CARTOONS  FROM  THE 
FIFTEENTH  TO  THE  NINETEENTH 
CENTURY 

The  cartoon  was  the  original  drawing  by  a 
painter  to  be  used  later,  on  the  same  scale,  for 
frescoes,  wall-paintings,  stained  glass  windows  or 
tapestries.  Consequently  it  is  easier  to  follow  how 
the  artist  worked  from  a  cartoon  than  from  a 
finished  composition.  These  drawings  in  charcoal 
or  sanguine,  sometimes  heightened  in  white  chalk 
or  touches  of  colour,  display  the  spontaneous 
charm  of  a  preliminary  rough  sketch,  and  are  all 
the  more  precious  if  they  were  created  for  grand 
decorations  which  no  longer  exist  -  such  as  the 
frescoes  surrounding  the  Escalier  des  Ambassa- 
deurs  at  the  Versailles  of  Louis  xiv  but  destroyed 
by  Louis  xv.  In  this  instance  twelve  cartoons  have 
survived  of  scenes  which  have  gone  for  ever.  One 
of  the  most  valuable  pieces  is  the  portrait  of 
Isabelle  d'Este  by  Leonardo  da  Vinci,  or  the  un- 
published cartoon  by  Baracchio  for  the  Flight  of 
Aeneas.  Each  painter's  style  is  clearly  reflected  in 
the  lines  he  uses  for  emphasis  and  from  which, 
more  often  than  in  the  final  work,  it  is  possible  to 
discover  his  own  character. 


4.  Collamarini.  Dawn,  1963. 
Height  130  cm.,  marble. 

PEASANTS  AND  SHEPHERDS 
OF  SAVOY 

Continuing  its  'tour  de  France'  of  local  customs 
as  seen  through  everyday  objects,  the  delightful 
Musee  des  Arts  et  Traditions  Populaires  (Bois  de 
Boulogne,  near  the  Jardin  d'Acclimatation)  is 
devoting  some  of  its  space  until  May  27  to  collec- 
tions lent  by  the  museums  of  Chambery  and 
Annecy  which  recall  the  life  and  work  of  farmers 
and  stockbreeders  of  the  provinces  of  Savoy.  A 
mountainous  country  has  therefore  been  recreat- 
ed, the  peasants  of  Savoy  being  classed  by  socio- 
logists as  typical  of  an  interim  period  between  the 
Neolithic  era  and  the  dawn  of  the  atomic  civilisa- 
tion in  search  of  its  identity.  The  objects  on  view, 
still  in  daily  use  and  entirely  functional,  are  lov- 
ingly and  often  humorously  decorated  and  are  of 
materials  and  patina  of  surprising  beauty. 


Saint  Denis 

THE  SCULPTURES  OF  COLLAMARINI  \ 
After  fifteen  years  as  professor,  Collamarini  (born  j 
in  1904)  is  leaving  his  post  at  the  Ecole  des  Beaux 
Arts.  The  Musee  de  Saint  Denis  (4,  Place  de  la 
Legion  d'Honneur)  at  the  entry  to  Paris,  is  exhibi- 
ting his  work  throughout  May.  His  sculpture,  at 
the  same  time  stylised  and  realistic,  was  self- 
taught  and  won  the  Prix  Blumenthal  in  1930  with 
the  famous  Francois  Villon,  now  in  the  Square 
Monge  in  Paris.  His  feeling  for  volume  and  ins- 
tinct for  the  monumental  quite  naturally  led  to 
his  talent  for  architecture,  and  many  of  his  statues 
executed  in  stone,  marble  or  wood  ornament  the 
squares  and  open  spaces  of  French  towns  (Dax, 
Grenoble,  Amiens,  Rouen  etc.)  which  have  had 
the  courage  to  remove  the  dismal  academic  sculp- 
tures wThich  only  too  often  disfigure  public  places 
in  the  provinces. 

Zurich 

IMPORTANT  MEDALS 
Even  in  the  time  of  Louis  xiv  La  Bruyere  said 
'Medals  are  the  permanent  and  infallible  records 
of  ancient  history',  hi  every  age  medals  have  been 
considered  by  collectors  to  be  the  most  reliable  of 
investments,  but  the  market  for  coins  has  never 
been  so  flourishing  as  it  is  today.  On  May  27  next, 
the  Zurich  branch  of  Sotheby's  has  arranged  a 
sale  of  medals  of  the  kind  most  sought  after  by 
connoisseurs,  those  of  the  Renaissance.  It  is  un- 
doubtedly the  most  important  of  its  kind  since 
the  end  of  the  First  World  War.  These  items, 
valued  as  much  for  the  artistic  importance  of  the 
reverse  (impresa)  with  its  symbolical  images  as 
for  the  obverse,  are  attributed  to  Pisanello,  Fioren- 
tino,  Sperandio,  Cavino,  Matteo  de  Pasti  and  to 
many  others. 


5.  Sperandio. 

Reverse  of  medal  of  Carlo  Grati. 
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Salerooms 


The  world  of  toy  soldiers  is  a  very  specialised 
world  indeed  but  its  addicts  had  a  field  day  at 
Sotheby's  Belgravia  on  March  6.  hi  a  mixed  sale 
oi  automata,  toys,  railwayana,  and  what  you  will, 
were  thirty-four  lots  of  boxed  sets  of  Heinrichsen 
Zinfiguren  all  from  the  Brockc  Collection.  This 
collection,  part  of  which  is  already  in  the  German- 
ische  Museum  in  Nuremburg  is  outstanding 
because  all  the  sets  are  in  mint  condition  as 
bought.  The  figures,  unlike  the  three-dimension- 
al lead  soldiers  from  Britain's  which  we  are  used 
to,  are  flat-cast  but  arc  painted  in  the  most  im- 
maculate detail.  The  size  of  the  sets  is  formidable; 
'The  Wars  of  Alexander  the  Great'  run  to  six 
hundred  and  ninety-five  figures,  a  'Mediaeval 
Battle'  to  nine  hundred  and  forty-one.  In  con- 
trast a  Tartar  attack  on  a  monastery  has  a  modest 
twenty-five.  Among  these  a  nine  hundred  and  one 
piece  set  of 'Frederick  the  Great  and  the  Prussian 
Army'  made  the  top  price  of  £190  ($456).  Two 
items  had  the  original  booklets  with  them  as  well 
as  the  boxes.  Collectors  of  printed  ephemera  will 
need  no  telling  how  rare  these  booklets,  dating 
from  i860— 1 880  are.  'The  Siege  of  Belgrade' 
showing  Prince  Eugene  defending  the  city  against 


the  Turks  in  171 7,  fifty-three  pieces  plus  booklet, 
made  £,160  ($384)  and  a  group  of  fifty-one 
Landsknechts'  also  with  booklet  and  a  printed  list 
of  figures  only  £90  ($216).  A  composite  group 
showing  'Wallenstcin's  Camp',  derived  directly 
from  Schiller's  play,  though  to  our  eyes  looking 
much  more  like  'Mutter  Courage'  made  £85 
($204)  in  spite  of  the  attraction  of  a  traitor  hang- 
ing limp  and  lifeless  from  the  gallows.  The  top 
price  of  the  sale  was  for  an  automaton,  a  nine- 
teenth-century French  group  of  a  tightrope- 
walker  performing  to  four  different  tunes  accom- 
panied by  five  Indian  musicans,  all  under  a  brass 
and  giltwood  and  velvet  canopy.  This  reached 
£3,400  ($8, 1 60),  a  bit  of  a  triumph  for  Sotheby's 
estimators  who  had  said  £3,000  ($7,200). 

There  are  times  when  English  porcelain  seems 
to  be  coming  on  the  market  in  enormous  quanti- 
ties but  Christie's  March  n  sale  of  only  one 
hundred  and  eighteen  lots  had  some  quite  incredi- 
ble things.  The  pair  of  Chelsea  parakeets  are  about 
as  rare  as  you  can  get  and  made  6,200  gns. 
($15,624).  The  Worcester  oval  plaque  of  the  King 
of  Prussia  sign  R.H.  Worcester  and  dated  1757 
would  seem  to  be  the  only  known  English  porcc- 
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lain  transfer  printed  plaque  although  a  Stafford- 
shire enamel  plaque  with  the  same  print  on  it  is 
recorded.  At  600  gns.  ($1,512)  it  seems  a  gift.  A 
thirty-five  piece  Coalport  service  was  painted 
with  flowers  in  a  design  similar  to  two  ice-pails 
recorded  by  Godden  who  remembers  his  lather 
buying  the  service  and  wondering  it  it  was  Swan- 
sea. This  made  1,200  gns.  ($3,024).  A  superb 
Swansea  cabaret  decorated  with  pink  roses,  prob- 
ably in  London  and  with  a  cushion  shaped  tray  of 
great  beauty  fetched  950  gns.  ($2,395)  while  a 
quite  tremendous  armorial  Flight,  Barr  &  Barr 
Worcester  plate  from  the  Stowc  service  made  in 
1 813  on  the  death  of  the  first  Marquess  of  Buck- 
ingham and  enough  to  turn  the  College  of  Arms 
green  with  envy  was  bought  in  at  320  gns.  ($806). 

Shooting  backwards  a  bit,  we  must  record  that 
on  December  12  in  a  Paris  sale  by  Audap  - 
Godeau  -  Solanct  a  quite  enchanting  Rcdon  of 
geraniums  and  wild  flowers  in  a  vase  fetched 
400,000  francs  (£36,364,  $87,274)  which  seemed 
very  reasonable  and  a  rather  unusual  van  Dongen 
of  the  old  port  of  Cannes  260,000  francs  (£23, 636, 
S56.726).  So  many  of  these  quite  small  sales  (this 
one  had  five  lots)  slip  by  unrecorded,  that  it  is  a 


3.  A  Dr.  Wall  Worcester  plaque  of  the 
King  of  Prussia. 

600  gns.  ($1,512).  Christie's,  March  1 1,  1974. 

4.  A  pair  of  Chelsea  Parakeets. 

6,200  gns.  ($15,624).  Christie's,  March  11,  1974. 


pleasure  to  pick  them  up. 

The  same  auctioneers  had  a  magnificent  rare 
book  sale  in  late  November  which  included  some 
quite  staggering  incunabula  such  as  La  Mer  des 
Histoires  published  by  Vincent  Commin,  Paris 
14S8  from  the  library  of  Massena  Prince  d'Essling 
and  said  to  be  the  finest  existing  copy.  There  were 
one  or  two  other  fine  late  fifteenth-century  books 
from  the  same  library  and  others'plus  some  fine 
later  books  but  what  exactly  happened  to  them  is 
lost  in  the  mists  of  the  crisis. 

The  Belgian  painters  since  Elisor,  with  the 
exception  of  Delvaux  and  Magritte  have  been 
something  of  a  mystery  in  this  country  so  the 
very  important  sale  at  the  Palais  des  Beaux-Arts 
in  Brussels  at  the  end  of  February  gave  a  guide 
to  what  current  prices  were  doing  over  there. 
Delvaux's  watcrcolour  Persotmages  stir  la  Plage 
made  280,000  francs  (£25,455,  $61,092) ;  a  strong 
Permeke,  Les  Meules,  150,000  francs  (£13,636, 
$32,726).  To  me,  a  great  surprise  was  the  360,000 
francs  (£32,727,  $78,545)  made  by  Spilliacrt's 
1927  Femmes  dti  Petiple.  Delvaux  drawings,  a 
seated  nude  at  60,000  francs  (£5,455,  $13,092),  a 
mother  and  daughter  at  55,000  francs  (£5,000, 


$12,000)  and  a  pair  of  female  nudes,  Intiniite 
d'Amies  also  at  55,000  (£5,000,  $12,000)  seemed 
to  show  a  steady  market  but  a  semi-nude  wifk  a 
hat  and  fur  collar  shot  up  to  110,000  (£10,000, 
$24,000).  A  Permeke  drawing  of  a  nude,  obvious- 
ly much  rarer,  made  170,000  francs  (£15,455, 
$37,092).  The  absolutely  enchanting  Brussels 
faience  beer-mugs  made  prices  ranging  from  6,000 
to  18,000  francs  (£546,  $1,310  to  £1,636,  S3. 926). 
Where  one  finds  these,  I  just  don't  know.  I  have 
never  seen  one  in  a  Belgian  antique  shop  and  til 
array  we  illustrate  must  be  as  fine  a  lot  as  you  can 
get.  The  top  price  was  for  the  centre  one  in  the 
top  row  which  is  not  the  most  attractive  to  inc. 
But  I  would  certainly  welcome  a  good  book  on 
Brussels  faience. 

Nearer  home  Lawrence's  of  Crewkcrne  did 
well  with  oriental  rugs,  two  Kashan  items  making 
the  top  prices  in  their  February  21  sale,  one  at 
£1,250  ($3,000),  the  other  at  £1,200  ($2,880)  and 
at  least  two  Ispahans  making  £750  ($1,800) 
apiece.  What  did  surprise  me  was  that  a  very 
interesting  Florence  Nightingale  letter  concerned 
with  the  affairs  of  the  Indian  Sanitary  Department 
only  made  £75  ($180).  I  suppose  that  its  late  date, 

;.».<•  5.  Paul  Delvaux.  I 

Personnages  sur  la  Plage. 
280,000  francs 
(£25.455,  $61,092). 
Palais  des  Beaux- 
Arts,  Brussels, 
February  26,  1974. 


6.  Constant 
Permeke. 
Les  Meules. 
1 50,000  francs 
(£13,636,  $32,726). 
Palais  des  Beaux- 
Arts,  Brussels, 
February  26,  1974. 


,9,  was  against  it  but  it  still  seems  very  cheap, 
irdman's  sale  on  Fcl  ruiry  6  in  the  Town  Hall 
!lare  showed  that  the  current  interest  in  clocks 
ot  just  confined  to  London.  An  oak  marquetry 
gcasc  clock  by  Webster  of  Salop  went  for 
oo(Si,2oo)  and  a  brass  lantern  clock,  turn  ol  the 
mtccath  century,  by  Dickerson  ol  Framling- 
iii  realised  £480  ($1,152).  This  was  a  fine  but 
clock  and  the  price  is  a  very  good  one  indeed, 
gains  in  the  provinces  seem  to  have  gone  by 
board. 

Vnd  now  to  try  and  catch  up  a  little  with  the 
ited  States  since  a  tew  pictures  are  now  reach- 

11s,  albeit  very  belatedly.  On  January  29 
heby-Parke-Bernet  sold  the  library  of  the  late 
rdon  A.  Block  Jnr.,  a  most  mixed-up  but  fas- 
lting  accumulation  of  everything  under  the 
,.  The  top  price,  $6,750  (,£2,812.50)  was  for  a 
son  Plutarch  printed  in  Venice  in  1478  and  the 
ond  top,  $4,750  (£1,979.20)  for  an  early 
gsberg  Joscphus.  But  the  surprising  thing,  to 

at  least,  was  the  comparatively  low  prices 
d  for  the  Americana.  It's  true  that  someone 
d  $  1 ,050  (£437. 50)  for  The  National  Songster,  the 
ok  in  which  Francis  Scott  Key's  'The  Star 


Spangled  Banner'  first  appeared,  but  some  of  the 
others  seemed  to  do  very  thinly.  Samuel  Adams 
Wells'  oration  on  the  anniversary  of  Independ- 
ence inscribed  from  him  to  James  Monroe  and, 
I  leaven  knows,  a  rare  enough  book  made  only 
$1,300  (£541.70)  and  though  a  Washington  letter 
made  $4,500  (£1,874),  a  Lincoln  association  copy 
of  Goldsmith's  works  only  got  a  round  $2,000 
(£833).  But  the  staggering  one  to  me  was  a  really 
rare  book  which  though  a  bit  battered  couldn't 
have  been  more  desirable.  This  was  the  copy  of 
Louisa  May  Alcott's  Hospital  Sketches  of  1863 
which  she  gave  to  her  sister  May  Alcott.  Incredi- 
bly this  only  made  $550  (£229)  and  Miss  Alcott's 
own  copy  of  her  Three  Proverb  Stories,  Boston 
1868,  with  an  inscription  and  MSS  corrections 
went  for  $225  (£93.75).  Obviously  in  1974  the 
author  of  Little  Women  is  not  regarded  as  she 
should  be  but  I  would  bet  my  bottom  dollar 
that  in  a  hundred  years  these  prices  for  quite 
irreplaceable  copies  will  seem  ludicrous. 

On  January  23  and  24  there  was  a  sale  of  real 
American  folk  art,  Frakturs,  Theorem  pictures 
outwork  pictures,  all  from  the  collection  of  the, 
Garbischs.  Two  hundred  and  four  lots  ot  them 


and  all  of  them  fetched  remarkably  high  prices, 
top  ones  being  for  the  Fraktur  of  a  parrot  which 
reached  $6,500  (£2,708).  The  delightful  birth  cer- 
tificate of  Daniel  Byron  only  got  $2,000  (£833) 
and  a  strange  mourning  picture  for  George  and 
Martha  Washington  a  mere  $950  (£396).  $7,250 
(£3.121)  was  paid  for  a  strange  version  of  The 
Prodigal  Son,  watercolour  on  paper,  with  suitably 
improving  verses  accompanying  its  nine  episodes, 
and  $5,500  (£2,292)  for  an  1847  song  sheet. 
These  prices  seem  quite  incredible  when  one- 
thinks  that  British  material  of  similar  quality  and 
equal  rarity  goes  for  a  few  pounds.  I  cannot  make 
out  whether  it  is  the  tremendously  strong  Penn- 
sylvania German-Dutch  connection  who  buy 
these  things  or  whether  it  is  the  current  craze  for 
folk  art  in  operation.  Whichever  it  is,  I  find  it 
quite  incredible  and  I  note  that  the  realisations 
were,  in  almost  every  case,  far  higher  than  the 
auctioneer's  estimates.  The  $7,250  (£3,121)  item 
was,  for  instance,  estimated  at  $2,000  -  $2,500 
(£833 -£1,041). 

Guy  Manners 


7.  Leon  Spilliaeut.  Femmes  du  Peuple. 
360,000  francs (£32,727,  $78,545). 
Palais  des  Beaux-Arts,  Brussels, 
February  26,  1974. 

8.  Paul  Delvaux. 

Torse  nu  chapeaute  et  col  defourmre. 
1 10,000  francs  (£10,000,  $24,000). 
Palais  des  Beaux-Arts,  Brussels, 
February  26,  1974. 

9.  A  selection  of  Brussels  Faience  beer-mugs. 
Prices  from  6,000  to  18,000  francs 

(£546,  $1,3  10  to  £1,636,  $3,926). 
Palais  de  Beaux-Arts,  Brussels, 
February  27,  1974. 

10.  Constant  Permeke.  Nu. 
170,000  francs  (£15,455,  $37,092). 
Palais  des  Beaux-Arts,  Brussels, 
February  26,  1974. 
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I.  Tilework  detail  of  the  Shah-Zinda  at  Samarkand. 


i  The  Golden  Road 
to  Samarkand 

By  Wilfred  Blunt 
280  pages,  95  illustrations, 
40  colour  plates  and  5  maps 
London:  hamish  Hamilton 

Aiul  we  have  manuscripts  in  peacock  hues  .  .  .', 
though  not  by  Ali  of  Damascus,  but  by  Wilfred 
Blunt,  who  has  produced  a  delightful  descriptive 
book  about  central  Asia.  This  is  based  on  the 
evocative  city  of  Samarkand,  immortalised  by 
Flecker  in  his  play,  Hassan. 

Mainly  historical,  the  book  is  really  a  scries  of 
essays  about  some  of  those  who  have  made  the 
'Golden  Journey'.  All  in  their  way  were  pilgrims, 
although  many  -  like  Tamarlane  were  fierce  war- 
riors. Starting  with  Alexander  the  Great  in  328 
B.C.,  who  murdered  one  of  his  most  loyal  gen- 
erals, and  oldest  friends  in  Samarkand,  we  pass 
through  more  than  2000  years,  to  end  with  the 
exploits  of  Aurcl  Stein,  who  died  in  1943. 

Wilfred  Blunt  opens  his  foreword  by  saying 
that  there  are  few  things  more  irritating  to  an 
author  than  finding  himself  accused  by  a  review- 
er of  failing  to  write  the  kind  of  book  he  had  no 
intention  of  writing.  He  will,  perhaps,  forgive 
my  saying  that  there  arc  few  things  more  irritat- 
ing to  a  reviewer  than  finding  -  in  a  beautifully 
produced  and  presented  book  such  as  this  -  that 
careless  proof-reading  can  allow  an  opening  sen- 
tence like  the  first  in  the  prologue  'Samarkand  is 
a  magical,  evocative  work;  like  Mesopotamia  it  is 
a  blessed  word  .  .  .'  There  are  one  or  two  other 
tiresome  errors  such  as  on  being  printed  for  one. 

However  the  book  is  entirely  fascinating  and 
grips  the  imagination  with  its  many  facts  and 
fables. 

There  are  thirteen  chapters,  each  one  complete 
in  itself,  yet  each  contributing  to  the  theme  as  a 
whole.  There  is  a  short  foreword;  a  prologue, 
which  contains  the  briefest  of  histories  of  the  city; 
and  an  epilogue  entitled  'Samarkand  Today'. 
This  not  unnaturally  dispels  some  of  the  dream, 
and  it  ends  with  a  rhetorical  question,  which  is 
always  unattractive.  The  final  little  picture  of  a 
'Flying  carpet  drawn  by  doves'  is,  however, 
wholly  delightful. 

Hsuan-Tsang,  Mahomet,  Ghengis  Khan,  the 
Polos,  and  Tamarlane  are  among  those  who 
feature  in  these  pages ;  but  to  me  the  most  enter- 
taining, and  in  many  ways  the  most  interesting 
is  entitled  'William  of  Rubruck  -  A  Friar  from 
the  West'.  In  the  middle  of  the  13  th  century  Fra 
Rubruck,  with  one  other  friar  called  Bartholo- 
mew, set  forth  with  letters  from  the  then  king  of 
France,  Louis  IX,  to  Sartakh,  who  was  encamped 
in  the  country  between  the  Volga  and  the  Don. 
Later  they  visited  Sartakh's  father  in  his  camp  on 
the  banks  of  the  Volga,  and  from  there  made  the 
fantastic  journey  of  nearly  3000  miles  to  Kara- 
korum  -  partly  on  horseback,  and  partly  on  foot. 
Needless  to  say  they  were  totally  unequipped  for 
this  journey  which  was  undertaken  in  unbeliev- 
ably bitter  conditions.  Many  and  varied  were 
their  adventures,  not  least  of  which  was  their 
introduction  to  drinking  kumis.  Rubruck  wrote 
that  at  the  taste  of  it  he  broke  out  in  a  'sweat  of 
horror  and  surprise',  though  later  he  found  it  very 
palatable.  It  was  at  that  time  forbidden  to  eastern 
Christians. 

All  this  is  written  in  William  Blunt's  compel- 
ling style,  and  is  fascinating  -  if  somewhat  highly- 


coloured  -  reading.  Throughout  the  book  there 
is  the  unmistakable  magic  of  the  cast,  and  the 
reader  lives  in  a  world  of  fierce  passions,  cruel 
warriors,  beautiful  women,  flowers,  and  strange 
practices;  so  that  at  times  it  is  almost  possible  to 
smell  the  spices,  and  kerosene,  and  camel  dung! 

There  arc  forty  pages  of  quite  lovely  colour 
plates,  of  which  the  mosque  of  Gawhar  Shad  at 
Meshed,  the  Gur-i-Mir,  the  Shah  Zinda,  and  the 
Bibi  Khanum  at  Samarkand  arc  indeed  'peacock 
hued'  if  not  'peacock  styled'.  Mr.  Blunt's  own 
photograph  of  the  tilcwork  of  the  Shah-Zinda  is 
very  pleasing  (sec  illustration). 

Some  of  the  paintings  on  silk  from  the  Stein 
collection,  which  were  found  and  purchased  by 
him  after  considerable  bargaining,  are  particular- 
ly lovely.  They  were  in  the  Caves  of  the  Thous- 
and Bhuddas  at  Tun-huang,  and  were  guarded 
with  his  life  by  the  original  finder,  one  Wang 
Tao-shih,  who  was  priest-in-charge  of  the  caves. 
They  can  now  be  seen  in  the  British  Museum, 
and  their  purchase  by  Stein  is  a  saga  in  itself.  The 
reproductions  on  pages  241  and  243  warrant 
special  mention.  Of  the  black-and-white  illustra- 
tions, all  of  which  are  good,  the  Fort  at  Kabul  is 
perhaps  the  most  outstanding. 

There  is  a  just  adequate  list  of  the  illustrations, 
which  could  with  advantage  have  been  consider- 
ably enlarged;  and  there  are  annotations  to  the 
script  on  the  pages  concerned  which  is  always  a 
good  idea. 

Throughout  the  book  is  a  sense  of  excitement, 
of  exploration  of  places  about  which,  even  today, 
a  certain  mystery  and  glamour  obtains,  and  above 
all  a  feeling  that  'surely  they  were  brave  -  who 
took  the  Golden  Road  to  Samarkand'. 

R.  J.  L.  WYNNE-THOMAS 


Inverary 

and  the  Dukes  of  Argyll 

By  Ian  G.  Lindsay  and  Mary  Cosh 

487  pages,  48  plates  and  114  illustrations 

Edinburgh:  Edinburgh  university  press 

Tins  is  a  remarkable  book.  It  originated  in  the 
decision,  taken  on  his  succession  in  1949  by  the 
eleventh  Duke  of  Argyll,  that  the  Royal  Burgh  of 
Inveraray  and  the  Castle  -  jointly,  in  his  own 
words,  'one  of  the  most  beautiful  and  original 
creations  of  the  eighteenth  century'  -  should  not 
be  allowed  to  perish.  The  west  coast  climate  had 
played  havoc  with  the  structure  both  within  and 
without  -  and  then  there  had  been  the  virtual 
occupation  of  both  town  and  castle  by  the  com- 
mandos under  training  during  the  last  war.  The 
work  of  restoration  was  a  formidable  task  from 
every  point  of  view,  but  Ian  G.  Lindsay,  a  dis- 
tinguished architect  who  specialised  in  the  con- 
servation and  restoration  of  historic  buildings  in 
Scotland,  undertook  the  work  and  brought  the 
castle  to  a  state  in  which  it  could  be  opened  to 
visitors  in  1953;  he  was  also  responsible  for  the 
conservation  of  the  town  of  Inveraray,  under- 
taken for  the  Ministry  of  Works.  After  seven  years 
work  on  this  book,  Ian  Lindsay  died  in  1966,  but 
it  was  completed  by  his  colleague  Mary  Cosh, 
who  had  previously  been  the  Duke  of  Argyll's 
research  assistant  and  then  Ian  Lindsay's  co-author. 
The  first  plate  in  the  book  is  a  marvellous  photo- 
graph of  Ian  Lindsay  on  Duniquaich,  the  low  hill 
above  Inveraray,  with  the  town  and  castle  just 
below  him,  and  Loch  Fync  stretching  out  for 
miles  to  the  south-west. 


The  book  has  been  finely  designed  by  George 
Mackic  R.D.I,  for  the  Edinburgh  University 
Press,  and  contains  a  wealth  of  pictures:  in  addi- 
tion to  114  text  illustrations  in  line  and  half-tone, 
providing  maps,  portraits,  views,  drawings  and 
architectural  comparisons  of  great  interest,  there 
are  48  plates  of  superb  photographs  taken  in  1962 
by  the  great  architectural  photographer  Edwin 
Smith,  who  died  in  December  1971. 

Even  today,  Inveraray  is  a  remote  spot:  in  1744, 
it  took  the  3rd  Duke  of  Argyll  some  five  weeks, 
starting  from  London,  to  get  there,  travelling  by 
coach,  horse,  and  barge.  In  the  Duke's  entourage 
travelled  the  English  architect  Roger  Morris.  An 
absorbing  account  is  given  of  how  the  extraord- 
inary 'gothick'  design  of  the  castle  was  evolved : 
the  account  of  how  it  was  actually  built  is  prob- 
ably the  most  detailed  for  a  great  house  that  has 
yet  been  published.  It  took  over  thirty  years  and 
the  involvement  of  two  more  major  architects, 
John  Adam  and  Robert  Mylne,  to  get  the  place 
habitable.  The  logistics  were  formidable.  Al- 
though the  stone  was  quarried  locally,  timber  had 
to  be  imported  from  the  Baltic,  and  marble  for 
the  staircase  from  Tiree.  The  opening  up  of  the 
Highlands  by  military  roads  after  the  '45  was  a 
help  but  even  so  a  great  deal  of  work  had  to  be 
done  on  the  spot.  Two  French  painters  were  em- 
ployed, and  the  ceilings  and  walls  decorated  with 
stucco  work  to  designs  by  Robert  Mylne.  The 
furniture  was  made  locally  from  pattern  books 
supplied  from  London.  At  the  height  of  the 
building,  Inverary  was  the  scene  of  intense  activ- 
ity; 'Besides  the  masons  and  labourers  at  the 
castle,  a  host  of  wrights  with  their  own  labourers 
were  making  sheds  to  house  men,  tools,  carts  and 
barrows;  the  smith  and  his  men  at  the  forge 
turned  out  quarry-tools  and  other  iron-work,  and 
there  were  a  wheelwright's  shop,  a  shed  full  of 
sawyers  making  planks  and  scaffolding,  lime- 
burners  at  the  kilns,  carters  hauling  up  stone  from 
the  quarries,  not  to  mention  the  increased  staff  of 
gardener's  men  improving  the  parks'. 

The  real  builders  at  Inveraray  were  the  3rd 
Duke  who  died  in  1761  and  the  5th  Duke  who 
succeeded  to  the  title  in  1770  and  died  in  1806. 
From  the  outset  the  project  had  social  and  econ- 
omic implications.  The  3rd  Duke's  plans  involved 
more  than  the  castle.  The  old  town  of  Inveraray 
was  to  be  destroyed  and  a  new  town  was  to  be 
built  to  a  unified  design  on  a  point  further  down 
the  loch.  Associated  with  tins  project  was  the 
attempt  to  establish  a  spinning  and  linen  industry. 
The  new  town  of  Inveraray  was  begun  by  the 
3rd  Duke  and  John  Adam,  but  they  only  got  as 
far  as  the  facade.  The  real  layout  of  the  town  and 
most  of  the  streets  and  principal  buildings  was  the 
work  of  Robert  Mylne  and  the  5  th  Duke. 

The  sth  Duke  like  Duke  Archibald  had  schemes 
for  expanding  industry  and  improving  husbandry. 
He  introduced  a  new  method  of  drying  crops  by 
placing  them  in  barns  with  free  circulation  of  air, 
he  modernised  his  farms,  and  by  the  1790s  Inver- 
aray had  a  linen  factory  in  the  town,  a  woollen 
mill  three  miles  away,  the  Argyll  Furnace  Com- 
pany and  an  active  herring  fleet.  In  spite  of  all 
this  the  town  remained  poor,  and  only  the  in- 
crease in  tourism  kept  it  viable.When  restoration 
was  begun  in  1949,  out  of  one  hundred  and  three 
houses  only  thirteen  had  bathrooms  and  only 
twenty-two  indoor  sanitation.  The  extravagance 
of  the  6th  Duke  impoverished  the  estate,  (his 
debts  were  half  a  million)  and  little  new  building 
or  improvements  were  done  after  the  death  of  the 
5th  Duke. 
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The  town  of  Inveraray  has  thus  remained  sub- 
stantially unchanged  from  the  eighteenth  century 
to  the  present  day,  the  exception  being  the  ana- 
chronistic bell  tower  built  in  the  1920s.  The  town 
marked  a  new  era  in  Scottish  architectural  plan- 
ning. Its  influence  can  be  seen  elsewhere  on  the 
west  coast  in  Oban  and  Ullapool. 

A  catastrophic  fire  burnt  out  the  entire  centre 
of  the  castle  in  1877;  it  was  in  the  subsequent 
rebuilding,  to  the  designs  of  Anthony  Salvin,  that 
the  present  conical  turrets  were  added  and  the 
attic  storey  raised,  gravely  impairing  the  original 
Gothic  design. 

Yet  the  overall  plan,  the  unity  of  castle  and 
town,  remains,  a  monument  to  the  wealth  and 
power  of  the  Campbells. 

RUARI  MCLEAN 


Prelude  to 

Painting  Improvement 

By  Edward  Swarm 

63  pages,  numerous  illustrations 

London  and  Edinburgh:  charles  skilton 

'The  more  you  progress  with  painting,  th;  greater 
the  pleasure'.  This  sentence,  taken  from  Edward 
Swann's  book  is  the  keynote  of  a  unique  'How  to 
do  it'  manual.  Swann,  who  originated  the  now 
universally  celebrated  Galleon  painting  holidays, 
is  an  art  instructor  who,  by  a  just  balance  of  en- 
couragement and  creative  criticism,  inspires  the 
student's  development  on  progressive  lines.  A 
master  of  the  pencil  and  charcoal  method  of 
drawing,  Swann's  ingenuity  is  shown  in  many 
reproductions  of  landscapes,  old  country  cottages, 
bridges,  churches,  castles,  boats  and  trees.  Such 
drawings,  with  explicit  descriptions  as  regards 
technique,  cannot  but  stimulate  the  student's  en- 
thusiasm. They  offer  a  guide  not  only  to  amateurs 
but  are  worthy  the  attention  of  professional  art- 
ists. One  of  the  many  problems  in  helping  ama- 
teurs is  that  of  true  tonal  values  which,  of  course, 
is  the  essence  of  good  drawing  and  painting  from 
nature.  Amateurs,  whatever  their  age,  are  apt  to 
find  careful  preliminary  drawing  with  pencil  or 
charcoal  somewhat  tedious,  but  they  will  make 
little  progress  unless  they  will  learn  to  draw. 
Swann  proves  how  exciting  his  method  of  using 
the  pencil,  charcoal,  and  colour  wash  with  char- 
coal, can  be  as  a  prelude  to  painting  improvement. 
His  studies  in  monotone  give  an  attractive  inter- 
pretation of  the  subject,  taking  their  place  as 
works  of  art  in  themselves. 

Apart  from  instructional  value,  this  book  has 
aesthetic  'personality',  emphasizing  its  importance 
in  the  spate  of  'How  to  do  it'  treatises  published 
during  the  last  twenty-five  years.  The  imprint  of 
Charles  Skilton  Ltd.,  guarantees  admirable  pro- 
duction style. 

ADRIAN  BURY 


The  Unknown  Craftsman 

By  Soetsu  Yanagi 
Foreword  by  Shoji  Hamada 
Adapted  by  Bernard  Leach 
230  pages,  64  illustrations 
and  1 2  colour  plates 
London:  allen  and  unwin 
$17-5° 


Born  in  1889  Soetsu  Yanagi  travelled  widely  out- 
side his  native  Japan.  He  sought  out  and  encour- 
aged many  previously  anonymous  craftsmen  in 
his  own  country  and  his  personal  collection  form- 
ed the  basis  of  the  Japan  Folkcratt  Museum  which 
was  largely  created  as  the  result  of  his  enthusiasm 
and  drive. 

Bernard  Leach  was  for  fifty  years  an  intimate 
friend  of  Soetsu  Yanugi  who  died  in  1 961;  this 
volume  of  selected  writings  translated  and  adapt- 
ed over  ten  years  by  Mr.  Leach  is  published  under 
the  subtitle  'A  Japanese  Insight  into  Beauty'.  The 
considerable  modern  interest  in  the  arts  of  the 
Orient  has  coincided  in  the  West  with  an  equal 
interest  in  the  practice  of  the  crafts.  Indeed  in 
Britain  this  interest  is  rising  to  boom  proportions. 

This  is  not  the  sort  of  book  where  one  looks  for 
answers  or  even  for  information;  in  reading  The 
I  'nknown  Craftsman  one  seeks  understanding,  or 
at  the  very  least  appreciation  of  another  point  of 
view,  of  another  way  of  looking  at  things,  of 
another  wisdom. 

At  its  simplest,  Yanagi  sets  out  to  show  that 
individuality  should  be  removed  from  craftsman- 
ship in  favour  of  complete  anonymity,  which  he 
claims  is  something  purer  and  its  products  more 
beautiful  because  simpler,  than  the  great  majority 
of  things  made  by  a  known  artist-craftsman.  He 
seems  to  have  been  led  to  this  conclusion  partly 
at  least  by  his  personal  discovery  of  later  Korean 
pottery  -  the  supreme  example  of  which  is  the 
teabowl  called  Kizaemon  Ido,  made  in  the  six- 
teenth century  by  an  unknown  craftsman  of  the 
Yi  dynasty. 

Yanagi  describes  his  first  impressions  of  the 
bowl:  there  is  nothing  immediately  attractive 
about  it,  indeed  it  is  rather  ordinary,  of  clumsy 
workmanship,  irregular  shape,  with  poor  glazing, 
and  carelessly  fired.  'It  is  enough'  he  says,  'to 
make  one  give  up  working  as  a  potter'.  Yet  this 
simple  rather  common  food  bowl  is  considered 
the  finest  in  the  world,  kept  hidden  in  a  temple, 
buried  in  wool  and  wrapped  in  purple  silk  in  the 
last  of  five  separate  boxes.  'Why'  asks  Yanagi, 
'should  beauty  emerge  from  the  world  of  the 
ordinary'?  Because,  'ultimately  that  world  is  nat- 
ural. .  .  .  The  beauty  of  the  Kizaemon  Ido  bowl  is 
that  of  strifeless  peace. . . .'. 

The  core  of  the  book,  its  central  and  longest 
chapter  is  concerned  with  'The  Buddhist  Idea  of 
Beauty'.  Here  is  Yanagi's  explanation  of  how- 
works  of  the  most  profound  beauty  can  be  pro- 
duced by  unknown  craftsmen  in  unsympathetic 
surroundings,  using  monotonous  techniques  un- 
der the  most  burdensome  conditions.  It  is  due,  he 
says,  to  their  submissive,  almost  unthinking,  reli- 
ance on  tradition  -  the  accumulation  of  the  exper- 
ience and  wisdom  of  many  generations. 

Few  will  probably  agree  with  everything  that 
Soetsu  Yanagi  proposes;  indeed  as  this  selection  of 
his  writings  over  some  thirty  years  shows,  his 
own  thoughts  moved  in  later  life  to  a  closer 
understanding  of  the  problems  facing  craftsmen 
in  the  modern  age.  It  needs  a  collector  with  a 
sensitive  conscience  to  accept  Yanagi's  dictum 
that  'He  who  buys  a  beautiful  object  is  in  reality 
buying  himself.  .  .'.  And  how  many  would  care 
to  ponder  that  'Beauty  is  a  kind  of  mystery,  that 
is  why  it  cannot  be  grasped  adequately  through 
the  intellect'? 

DAVID  COOMBS 


Grandma  Moses.  Home  in  the  Springtime,  1946. 

The  life  of  the  remarkable  Grandma  Moses, 
whose  career  began  when  she  was  in  her 
seventies  and  only  ended  with  her  death,  aged 
1 01,  is  recalled  in  Otto  Kallir's  Grandma  Moses. 
The  volume,  comprising  of  357  pages,  1321 
illustrations  and  13  5  colour,  includes  a  Catalogue 
of  the  Works.  London:  New  English  Library 
for  Harry  N.  Abrahms,  New  York.  £15.00. 

Wattcau  : 

A  Lady  at  her  Toilet 

By  Donald  Posncr 

Art  in  Context  series 

1 12  pages,  52  illustrations 

and  1  colour  plate 

London:  allen  lane 

£2.25 

This  short  monograph  is  about  one  of  Watteau's 
more  enigmatic  canvases.  It  describes,  attempts 
to  date  it,  and  indulges  a  long  discussion  of  its 
iconography.  The  description  is  thankfully  brief, 
and  shows  no  great  departure  from  observable 
fact  in  its  enthusiasm. 

The  methods  used  to  date  the  painting  cause 
major  doubts.  Because  documentary  evidence  is 
elusive,  circumstantial  arguments  and  imprecision 
are  inevitable.  At  one  state,  the  impression  is 
that  because  this  painting  is  oval,  it  is  therefore 
contemporary  with  other  oval  paintings  by 
Wattcau.  This  makes  rectangular  paintings  of 
the  same  period  difficult  to  understand.  A  clear 
developmental  sequence  is  adduced  from  Wat- 
teau's Seasons  employing  different  compositional 
schemata.  This  has  to  be  expected,  and  a  likelier 
explanation  of  it  may  be  Watteau's  painting 
according  to  a  fixed  iconography.  It  is  an  un- 
convincing method  to  date  a  painting  because  of 
its  shape,  and  the  relative  complexity  or  simplic- 
ity of  the  composition. 

But  these  questions  occupy  only  a  small  part  of 
the  book.  The  author's  main  concern  is  to  show 
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that  a  painting  of  a  beautiful  woman  pulling  cm 
(or  otf)  her  chemise,  attended  by  a  maid  and  a 
dog,  should  elicit  a  complex  and  subtle  response, 
besides  the  beholder's  instinctive  reaction.  She  is 
presented  as  belonging  in  a  pictorial  tradition 
rooted  in  Flanders  and  Italy;  and  her  genealogy 
traced  in  the  history  of  the  attitudes  to,  and  the 
representations  of  courtesans,  venuses,  women  in 
general,  and  the  women  in  Watteau's  own  ocuvrc. 
A  Lady  at  Iter  Toilet  becomes  defined  as  an  erotic 
picture.  There  is  no  pornography.  We  become 
aware  of  this  nice  distinction  from  the  discussion 
of  the  iconographies  of  the  clyster  or  the  small 
dog  in  the  painting  of  eighteenth-century  France, 
or  before.  Among  this  material,  the  processes  by 
which  Watteau  turned  a  sketch  ot  a  model  into 
.in  evocative  painting  ot'  a  nude  with  a  history, 
are  skilfully  made  apparent.  Professor  Posner  is 
commcndably  willing  to  grapple  energetically 
with  his  subject,  and  the  result  is  entirely  stimu- 
lating. 

The  text  surfers  from  being  limited  to  the  dis- 
cussion of  the  one  painting.  It  would  have  been 
enlightening  to  know  more  about  the  diffusion  ot 
such  painted  erotica  over  eighteenth-century 
France;  and,  particularly,  about  the  market  for 
which  they  were  intended.  A  fuller  discussion  of 
the  changing  socio-economic  situation  would 
have  been  welcome,  particularly  with  regard  to 
the  above  problem.  It  is  risky  to  chart  the  progress 
of  Taste;  and  although  Professor  Posner  mentions 
the  habits  of  certain  individuals,  and  sketches  in  a 
broad  historical  background;  wc  might  wish  that 
more  risks  had  been  taken. 

But  let  not  this  detract  from  the  fact  that  this 
book  is  a  readable  and  witty  attempt  to  under- 
stand Watteau  by  anything  other  than  the  in- 
stinct, and  that,  with  reservations,  it  succeeds  in 
so  doing. 

M.  ROSENTHAL 
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in  1  Denmark  from  1755  to  1800 

By  Tove  Clemmensen 

Danish  text,  English  summary 

575  pages,  154  plates  and  108  illustrations, 

I  colour 

Copenhagen:  nationalmuseum,  1973 
180.00  D.  Kroner 

Neo-classicism  was  introduced  into  Denmark 
direct  from  Paris  at  an  early  stage:  in  1755  the 
French  artist  Nicolas-Henri  Jardin  was  sum- 
moned to  Copenhagen  to  work  as  architect  and 
interior  designer  to  the  Court.  Jardin  remained  in 
Denmark  until  1770,  paying  visits  to  Paris  in  the 
intervening  years,  so  that  he  was  at  all  times  a  jour 
with  developments  at  the  source.  Jardin  worked 
in  full  accordance  with  the  Cochin  ideal  of  a  truly 
classical  style,  with  forms  and  ornaments  from 
the  antique  interpreted  in  the  light  of  classical 
Baroque.  (Cochin's  famous  article  on  the  virtues 
ot  classical  style  to  the  detriment  of  Rococo  was 
reprinted  in  Le  Mercure  Danois  in  1755,  surely  on 
Jardin's  initiative,  less  than  a  year  after  its  first 
appearance  in  Mercure  de  France.) 

In  1770,  Jardin  was  succeeded  as  Court  designer 
and  architect  by  his  Danish  pupil  C.  F.  Harsdorrf 
(Jardin  also  taught  at  the  Danish  Academy  of 
Arts.)  Harsdorrf  knew  both  Rome  and  Paris,  and 


he  worked  in  a  simple  and  sober  version  oi  the 
Continental  Neo-classicism  of  his  day.  His  style- 
can  be  somewhat  dry,  but  always  dignified  and 
pure.  1  le  died  111  1799,  while  still  Court  architect, 
but  from  1784  much  of  the  decorative  w  ork  had 
been  given  to  J.  C.  Lillie. 

Lillie  was  born  in  Germany,  the  son  of  a 
cabinetmaker,  who  settled  in  Copenhagen.  1  !e 
took  over  his  father's  workshop,  and  in  1779 
completed  his  training  as  an  architect.  The  in- 
teriors and  the  furnishings  Lillie  designed  are  less 
exclusively  French  in  character  than  the  work 
done  by  his  predecessors.  There  arc  Italian  fea- 
tures, with  a  wide  use  of  grotesques  and  of  Etrus- 
can style,  while  English  stylistic  elements  are 
easily  traced;  most  probably  he  knew  the  illus- 
trated works  of  Robert  Adam  and  George  Hep- 
plewhite.  With  Lillie,  fantasy  and  caprice  enter 
the  august  world  of  the  royal  residences,  and  add 
charm  to  the  many  interiors  he  designed-  for 
private  clients. 

These  arc  the  personalities  that  the  book  under 
review  covers.  Dr.  Tove  Clemmensen  has  for 
twenty  years  and  more  been  leading  the  registra- 
tion of  the  contents  of  the  stately  homes  of  Den- 
mark, undertaken  by  Nationalmuseum,  and  am- 
ong the  masses  of  varied  material  which  has 
passed  through  her  hands,  she  has  made  furniture 
her  speciality.  Many  valuable  books  and  essays 
have  come  from  her  pen  over  the  years,  but  the 
present  publication  will  surely  stand  as  her  crown- 
ing achievement. 

Her  researches  have  naturally  been  centred 
round  the  royal  residences  and  stores  of  furniture. 
Here,  things  have  been  less  apt  to  be  shifted 
around  than  in  private  homes,  however  stately, 
and  moves  and  changes  have  to  a  large  extent 
been  recorded  and  the  records  preserved.  Much 
of  the  old  furniture  is  still  extant,  and  there  is  also 
a  valuable  written  material  ot  correspondence 
with  accompanying  designs  and  drawings  con- 
cerning it.  Through  her  long  familiarity  with 
furniture  and  the  special  problems  it  poses,  as  well 
as  with  written  records,  Dr.  Clemmensen  has 
been  able  to  correlate  the  two,  to  make  many 
perspicacious  interpretations  and  to  reconstruct, 
sometimes  in  extraordinary  detail,  the  develop- 
ment of  style  in  furniture  at  the  highest  social 
level  at  an  important  time  in  Danish  art  history. 
She  also  suggests  how  these  developments  pro- 
duced ripples  in  taste  and  fashion  among  social 
groups  far  removed  from  royal  circles.  The 
sources  reveal  much  information,  not  only  about 
the  personalities  who  designed  the  furniture,  but 
also  about  the  craftsmen  who  actually  made  it, 
and  Dr.  Clemmensen  gives  some  fascinating 
close-ups  from  the  Copenhagen  scene  of  crafts- 
men and  traders. 

Dr.  Clemmenscn's  book  is  one  ot  many  Scandi- 
navian books  on  the  decorative  arts,  where  com- 
plete surveys  can  be  made  and  firm  conclusions 
arrived  at,  because  the  material  is  smaller  and 
social  structures  simpler  than  in  the  richer  and 
more  complex  societies  in  France,  Italy  or 
Britain.  But  the  conclusions  often  have  validity 
beyond  the  Scandinavian  scene. 

The  book  itself  is  a  beautiful  production,  intel- 
ligently and  comfortably  organized,  with  a  cata- 
logue of  every  piece  of  furniture  discussed,  all  the 
illustrations  one  can  desire,  full  notes  and  biblio- 
graphy and  an  excellent  English  summary  and 
English  captions  to  the  pictures.  A  handsome  and 
solid  stone  has  been  added  to  the  European  edifice 
of  furniture  scholarships. 
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Charles  Oman 

'British  'Rings 
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Antique  British  finger  rings  are  today 
more  sought  after  than  they  have  ever 
been,  yet  until  now  there  has  been  no 
guide  to  their  types,  characteristics, 
decorations  and  inscriptions. 
With  this  magnificently  illustrated 
book  Charles  Oman  has  definitively 
rilled  a  maior  gap  in  the  literature  ot 
antiques;  over  600  individual  rings  are 
illustrated. 

This  monograph  will  become  an 
essential  work  of  reference  to  collectors, 
dealers  and  museums. 

10  x  7  Jin  264PP  4  colour,  142  b/w 
photographs  £10.00 
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The  Connoisseur's  Diary 


David  Coombs 


Not  really  a  war 

Sally  Budgett  writes:  As  the  trouble  in  Ulster  is 
not  officially  classified  as  a  war,  General  Sir  Harry 
Tuzo,  who  was  General  Officer  Commanding  in 
Northern  Ireland  in  1971,  was  unable  to  commis- 
sion a  professional  artist  to  make  a  pictorial  record. 
Instead,  he  chose  Major  Micrs,  at  the  time  serving 
in  Ulster  with  the  Royal  Green  Jackets,  who  is 
also  an  amateur  artist. 

It  is  probably  because  of  this  first  hand  view 
that  the  artist  has  captured  such  an  atmosphere 
that  has  never  been  portrayed  in  four  years  of 
news  and  press  reports.  Of  the  thirty-seven  paint- 
ings, the  majority  predictably  depict  violence,  as 
in  After  the  Explosion  which  shows  the  horrendous 
aftermath  of  a  terrorist  bomb  attack.  However, 
of  the  paintings  which  are  not  violent,  one  is  still 
constantly  reminded  of  the  deep  undercurrent  of 
hatred  throughout,  as  in  Fusiliers  in  the  New  Lodge 
where  two  Fusiliers  patrol  a  back  street,  observed 
by  an  old  woman  and  a  dog  -  a  peaceful  scene 
except  for  the  graffiti  plastered  on  every  wall. 
Another  strong  feeling  which  comes  through 
these  paintings  is  the  amazing  constraint  and  self- 
discipline  of  the  soldiers,  who  are  continuously 
and  mercilessly  provoked,  as  in  Market  Patrol, 
May  19 7 4  which  shows  the  scene  after  the  murder 
of  a  corporal,  with  his  fellow  rifleman  who  wit- 
nessed the  murder  looking  on,  as  women  bang 
dustbin  lids  and  shout  'IRA  I  -  Green  Jackets  o'. 
However,  as  Major  Miers  confirms,  no  matter 
how  bad  the  situation,  the  insurprcssablc  army 
sense  of  humour  always  shines  through.  The 
Broadit'ay  shows  a  rifleman  lying  on  the  pavement 
whose  concentration  has  been  captured  by  the 
sight  of  a  passing  nurse  in  a  mini  skirt. 

Under  the  circumstances,  Christopher  Micrs 
did  an  amazing  job.  Many  of  the  scenes  he  painted 
were  unsafe  for  an  artist,  let  alone  a  soldier;  some 
of  the  paintings  were  completed  on  the  spot,  al- 
though the  majority  of  them  were  done  later 
from  quick  sketches  or  photographs. 

For  those  who  missed  the  exhibition  (at  Wel- 
lington Barracks)  which  was  only  open  for  a  few 
days,  and  who  want  a  permanent  record,  all  37 
paintings  have  been  reproduced  in  book  form, 
some  in  full  colour,  each  with  a  commentary 
which  plays  an  important  supporting  role,  being 
informative  and  totally  unbiased.  The  price,  in- 
cluding U.K.  postage  and  packing,  is  £1.37,  from 
P.O.  Box  32,  Southend-on-Sea,  Essex.  All  pro- 
ceeds to  go  to  the  Army  Benevolent  Fund. 
Theocritus  Cup 

With  the  help  of  the  National  Art-Collections 
Fund,  Liverpool  Museum  has  acquired  the  Theo- 
critus Cup,  a  magnificent  piece  of  silver-gilt  made 
by  Paul  Storr  to  the  design  of  John  Flaxman. 
Originally  presented  by  the  City  to  Thomas  Earle 
for  his  contribution  to  the  development  of  Liver- 
pool it  bears  the  marks  of  Rundell,  Bridge  and 
Rundell,  London  1811/12. 


Many  fine  things  arc  promised  for  next  month's 
Spink  74  exhibition  at  King  Street,  St.  James's 
including  a  rare  eighteenth-century  Japanese 
lacquer  reading  desk.  From  the  same  century  but 
from  another  island,  a  gold  freedom  box  made 
by  Abraham  Tuppy  of  Dublin  in  1789,  one  end 
engraved  with  the  arms  of  the  city  of  Droghcda 
and  the  other  with  those  of  the  second  Earl  of 
Buckinghamshire  who  was  Lord  Lieutenant  of 
Ireland  from  1776-79. 


Critic's  choice 

One  of  the  best-known  of  our  regular  critics,  Mrs.  I 
Marina  Vaizey,  has  selected  this  year's  Critic's  1 
Choice  exhibition  at  Tooth's,  31  Bruton  Street, 
London  Wi,  Selfishly, 'we  take  this  as  something 
of  an  indirect  compliment  to  ourselves  as  well  as 
to  the  Financial  Times  to  whose  distinguished  arts 
page  Mrs.  Vaizey  has  contributed  regularly  for 
several  years,  and  not  least  to  the  Sunday  Times 
which  has  now  captured  Marina  as  their  principal 
art  critic. 

Marina  Vaizey's  exhibition  has  no  particular 
theme,  hi  terms  of  images  or  idioms,  but  is  a  wide 
selection  of  contemporary  British  drawings  by 
twenty  nine  artists.  It  is  the  first  time  the  Critic's 
Choice  exhibition  has  been  devoted  to  drawings, 
but  the  definition  of  drawing  embraces  water- 
colours  and  works  using  paint,  pastel  and  collage 
as  well  as  pencil  or  pen  and  ink.  In  all  cases,  draw- 
ing has  been  important  to  the  artists  concerned, 
even  though  their  work  may  be  better  known  in 
other  media.  A  significant  number  of  sculptors 
are  included  in  the  collection,  and  even  when 
artists  use  methods  not  traditionally  associated 
with  drawing,  they  themselves  have  regarded  the 
work  as  drawing.  The  group  of  artists  includes 
some  who  are  very  well  known,  and  a  few  who 
have  rarely  exhibitied.  A  number  have  done 
drawings  especially  for  the  exhibition.  Although 
the  exhibition  is  in  no  sense  a  survey  of  contem- 
porary British  drawing,  and  is  only  a  deeply  per- 
sonal choice,  landscape,  abstraction,  constructiv- 
ism, drawing  for  sculpture,  portrait  and  still  life 
are  all  part  of  a  wide  spectrum  of  present  day  art 
activity. 

The  catalogue  has  an  introduction  by  the  selec- 
tor, details  about  each  artist  and  the  work  on 
exhibition,  and  is  sold  in  aid  of  the  Artists' 
Benevolent  Fund. 


The  Tate  Gallery's  representation  of  the 
controversial  sculptor  Jacob  Epstein  has  been 
strengthened  with  the  recent  acquisition  of  two 
pieces  both  dated  191 3.  These  were  carved  during 
the  period  when  Epstein  had  joined  up  with  the 
sculptor  H.  Gaudier-Brzeska  and  was  involved 
in  an  avant-garde  group  called  The  Vortex, 
which  although  it  only  survived  for  two  years, 
was  responsible  for  Epstein  experimenting  with 
abstract  art.  Female  Figure  in  Flenite  is  a  prime 
example  of  this  period  in  Epstein's  career,  being 
an  essentially  primitive  and  distorted  figure 
employing  great  continuity  in  shape  with  a 
minimum  of  clear  incised  lines.  Doves,  although 
much  larger,  is  carved  with  the  same  dynamical 
feeling  out  of  a  slab  of  Greek  marble.  Both  are 
very  powerful  and  impressive  pieces,  and  are 
on  show  until  2nd  June  in  the  Vorticist  exhibition 
at  the  Hayward  Gallery,  London.  -  s.b. 
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At  the  moment  there  can  be  few  nations  as 
prosperous  as  Cyprus.  New  houses,  villas, 
apartments,  roads  and  hotels,  lorryloads  of 
oranges  and  acres  of  olive  groves,  all  indicate  a 
booming  economy  in  a  relatively  small  island 
which  contains  spectacular  mountain  scenery, 
ancient  and  picturesque  towns  and  villages, 
wide  and  often  empty  countryside  -  the  whole 
set  in  a  glorious  Mediterranean  sea. 
There  are  great  artistic  riches  to  be  found  in 
Cyprus.  Not  surprising  in  the  context  of  an 
island  that  has  successively  enjoyed  Egyptian, 
Greek,  Persian,  Roman,  Byzantine,  Lusignan, 
Venetian  and  Turkish  overlords,  since  the  second 
millenium  bc.  Almost  without  exception  the 


remains  of  ancient  civilisations  in  Cyprus  are 
splendidly  cared  for  and  sensitively  displayed: 
whether  it  be  the  great  twelfth-century  Abbey 
of  Bellapais  or  the  fifth-century  BC  Palace  of 
Vouni  spectacularly  situated  on  a  mountainous 
promontory. 

Excavations  still  continue,  on  huge  sites  like 
that  of  the  city  of  Salamis  as  well  as  at  more 
modest  places  like  Soli  where  a  large  and  ancient 
basilica  with  wonderful  mosaics  is  slowly  being 
disinterred.  At  the  port  of  Kyrenia,  within  the 
confines  of  the  great  Venetian  castle,  work  is 
nearly  completed  on  the  preservation  of  the 
considerable  remains  of  an  ancient  Greek  trading 
ship  that  sank  off  the  coast  2000  years  ago. 


Sick  or  handicapped  children  from  special 
schools  all  over  south-eastern  England  have 
contributed  to  the  eighth  'Art  of  the  Invalid 
Child'  exhibition  at  the  Royal  Exchange  in 
London  from  May  6th  to  the  17th.  The 
organisers  arc  the  Invalid  Children's  Aid 
Association  which  helps  handicapped  children 
and  their  families  throughout  the  land.  It  is  easy 
to  be  sentimental  about  children's  art  and  even 
easier  to  be  overpowcringly  sentimental  about 
disabled  children's  art.  As  with  any  form  of  art 
however  these  works  must  bc  considered  on 
their  terms  and  within  their  own  context;  it  is 
sufficient  to  say  that  they  are  certainly  worth 
seeing  and  certainly  worth  buying.  The  judges 
for  this  year's  competition  (which  was  divided 
into  five  categories  and  two  age  groups)  were 
three  professional  artists,  Sir  Thomas 
Monnington,  Professor  Carel  Weight  and  Mr. 
Osbert  Lancaster.  The  Dame  Laura  Knight  prize 
was  awarded  to  Jane  Lawrence  and  Deborah 
Picket  (aged  ten  and  eleven  years)  for  their 
montage  Paper  Clown  (illustrated). 


In  the  capital,  Nicosia,  the  Cyprus  Museum 
houses  what  must  bc  one  of  the  finest 
archaeological  collections  in  the  area,  including 
the  quite  beautiful  marble  statue  of  Aphrodite 
dating  from  the  first-century  bc.  In  the  same 
city  there  is  an  intensely  interesting  Folk  Art 
Museum  housed  in  the  Archbishop's  former 
palace,  itself  based  on  a  fourteenth-century 
Benedictine  monastery. 

Perhaps  the  finest,  certainly  the  most  moving,  is 
an  isolated  Byzantine  church  hidden  at  the  end  of 
a  long  and  narrow  tree-lined  valley.  This  church 
at  Asinou  is  filled  with  frescoes  of  the  twelfth 
to  the  fifteenth  centuries  and  is  worth  a  visit 
to  the  island  for  itself  alone  (see  illustration). 
My  trip  was  arranged  by  the  Cyprus  Tourist 
Organisation  through  the  courtesy  of  Cyprus 
Airways. 


Andrew  Wyeth  is  one  of  that  very  small  band 
of  artists  whose  works  are  so  ardently  sought 
after  that  they  can  bc  sold  before  they  are 
completed.  Exhibitions  therefore  are  rare,  even 
in  his  native  America.  London  is  thus  doubly 
fortunate  in  having  the  opportunity  of  seeing  a 
selection  of  his  recent  works,  some  on  loan  and 
others  for  sale  -  the  first  group  of  pictures  on 
the  market  anywhere  for  some  ten  years.  The 
watcrcolour  Knox's  Artillery  illustrated  is  Andrew 
Wycth's  copyright  and  is  reproduced  by 
courtesy  of  the  Lcfcvre  Gallery,  30  Bruton  Street, 
London  wi,  where  the  exhibition  will  bc  held 
from  May  23rd  to  June  22nd. 

The  Clark  Nelson 

Connoisseur's  of  the  minutiae  of  saleroom  catalo- 
gues may  have  noticed  a  significant  addition  to 
the  list  of  directors  of  Sotheby  and  Company, 
though  the  name  of  Clark  is  usually  connected 
with  his  other  half  Nelson.  It  is  a  long  overdue 
tribute  to  Stanley  Clark,  something  of  a  genius  in 
public  relations,  that  he  has  now  joined  the  board 
of  the  company  to  whose  immense  international 
success  he  has  contributed  so  much. 
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Diane  Arbus 

27  March-2june  1974 
Hayvvard  Gallery 
South  Bank  sei 
Reviewed  by  Jennifer  oille 

Documentary  is  usually  people  as  objets  trouves, 
caught  unawares.  But  even  Carder-Bresson  re- 
cognized the  potential  of  the  specific.  'One  of 
the  fascinating  things  about  portraits  is  the  way 
they  enable  us  to  trace  the  sameness  of  man. 
Man's  continuity  somehow  comes  through  all  the 
external  things  which  constitute  him'.  And  Diane 
Arbus  said  'the  more  specific  you  are,  the  more 
general  it'll  be'.  August  Sander  (1876-1964)  and 
Paul  Strand  prefigure  her  manipulation  of  the 
portrait  convention,  indeed  the  most  conven- 
tional of  its  conventions,  the  integration  of 
individual  and  habitat  with  an  uncompromiscd 
and  uncompromising  frontality  and  clarity.  And 
like  them  she  simultaneously  denied  and  exploited 
the  premise  of  the  portrait,  man's  urge  to  per- 
petuate himself.  Subjects  exist  not  in  their  own 
right  but  in  subservience  to  a  general  idea. 
Sander's  wrestlers,  soldiers,  pharmacists  and 
aristccrats  reflect  the  ambiance  of  1920's  Ger- 
many; Strand's  calm  formal  fishermen  and  far- 
mers symbolize  man's  endurance;  and  Arbus' 
urban  and  suburban  exiles  talk  about  the  dicho- 
tomy between  illusion  and  reality. 

We  all  have  a  physical  flaw  or  a  psychological 
aberration  and  we  want  people  to  think  of  us  in 
a  certain  way  so  we  invent  a  whole  new  set  of 
peculiarities  to  cover  up  the  flaw  or  project  the 
aberration.  Intention  and  effect.  The  image  -  the 
physiology  of  person  or  place  upstages  the  artifice 
of  person  or  place.  And  the  title  -  the  banality  of 
site  undercuts  or  underscores  the  chosen  or  un- 
chosen  quality  -  A  Young  Man  in  Curlers  at  Home 
011  I  Vest  20th  Street,  NYC,  1963.  Sometimes  habit- 
at sort  of  dehorrifies  the  dilemma  of  no  escape.  A 
Jewish  Ciant  at  Home  with  his  Parents  in  the  Bronx, 
NY,  1970. 

Arbus  was  the  consuniatc  composer.  Head  and 
shoulders  can  fill  the  frame  with  a  clarity  that  sees 
the  difference  between  flesh  and  material,  the 
densities  of  different  kinds  of  things:  air  and  water 
and  shiny.  Or  she  gets  the  subject  at  home  in  his 
natural  habitat  with  his  props  and  artifacts  so  it  all 
becomes  very  normal  and  questions  the  norms  of 
normalcy.  Or  by  low  angle  shots,  with  lots  of 
floor  or  field,  sky  or  ceiling,  she  makes  a  box 
trapping  a  central  image  and  the  box  comments 
on  the  image. 

Arbus  knew  all  about  artifice  and  illusion. 
Diane  -  Deanna  -  like  the  movie  star.  Her  father 
ran  a  5th  Avenue  department  store,  Russcks.  She 
and  her  husband  did  store  ads  then  fashion  photo- 
graphy. All  of  it  shop  window,  show  case  sham. 

And  she  was  the  ultimate  poseur.  She  had  never 
known  adversity  and  that  was  unreal  so  the  camera 
gave  her  a  kind  of  licence  to  climb  into  other 
lives.  Especially  freaks'  because  they  'were  born 
with  their  trauma.  They've  already  passed  their 
test  in  life.  They're  aristocrats'.  But  the  ground 
glass  told  her  'It's  impossible  to  get  out  of  your 
skin  into  somebody  else's.  And  that's  what  all 
this  is  a  little  bit  about'. 

She  killed  herself  in  1972  and  her  last  photos, 
untitled,  arc  of  those  who  have  no  choice  and  no 
awareness  of  choice,  the  mentally  retarded.  Or  do 
they?  She  went  to  a  dance  at  an  asylum  once  and 
a  man  said,  'I  used  to  worry  aboiff,  I  used  to  worry 
about  being  like  this.  Not  knowing  more.  But 
now,  now  I  don't  worry  anymore'. 


1.  Diane  Arbus. 

'A  Jewish  giant  at  home  with  his  parents 
in  the  Bronx,  New  York  1970'. 
Arts  Council  of  Great  Britain. 


Robert  Natkin 

2  March-15  April  1974 
Holbumc  of  Menstrie  Museum, 
Great  Pultency  Street,  Bath. 
Festival  Gallery, 

Linley  House,  1  Picrrepont  Place,  Bath. 
Reviewed  by  peter  fuller 

Robert  Natkin  is  an  American  painter  whose  work 
has  enjoyed  a  considerable  reputation  here,  al- 
though it  has  been  too  little  seen.  This  major 
exhibition  was  organised  by  Val  Wilson,  director 
of  Bath's  lively  Festival  Gallery.  When  Natkin 
visited  the  city  last  year,  he  was  impressed  by  its 
particular  quality  of  light;  eleven  canvases  are 
based  on  his  reactions  to  it. 

Standing  in  front  of  a  good  Natkin  (and  he  docs 
have  his  failures)  the  first  impression  is  ol  .111  even 
suffusion  of  1'g'n  dominated  by  a  single  colour.  A 


M 
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2.  Robert  Natkin. 

Intimate  Lighting  Suite  No.  3,  1972. 

Holbume  of  Menstrie  Museum,  Bath. 
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debt  to  Donnard  is  evident.  But  structurally,  no 
one  component  seems  to  have  been  emphasised 
over  any  other.  Inevitably,  the  eye  is  initially 
taken  across  the  seemingly  seamless  surface.  But 
j  because  it  cannot  adopt  a  fixed  view-point  out- 
side the  work,  it  is  also  pulled  in.  Most  American 
field  painting  stopped  here,  simply  throw  ing  the 
viewer  back  onto  the  fact  of  the  painted  surface. 
But  Natkin  forces  his  beyond  such  a  confronta- 
tion. Looking,  we  begin  to  see:  and  what  happens 
next  is  important.  Drawn  physically  towards  the 
paint  surface  itself,  we  find  that  the  seductive 
sensuosity  of  light  was  just  a  'come-on'  for  a 
second  level  of  perceptual  experience. 

The  'skin'  ol  colour  and  light  composed  ol  a 
myriad  of  marks  on  the  canvas  -  begins  to  im- 
plode. More  precisely,  we  arc  dragged  through  it 
when  we  realise  that  its  even  ui  it/  was  the  result 
of  colour  mixing  and  fusing  on  the  retina.  The 
veil  disintegrates,  and  we  find  something  quite 
different  behind.  There,  Natkin  is  prc-occupied 
with  enigmatic  (perhaps  even  symbolic  forms); 
with  a  miasmic  multiplicity  of  colour,  rather  than 
a  soli  sheen;  and  above  all  with  the  creation  of  a 
vast,  illusory  space,  which  appears  to  recede 
infinitely.  This  produces  a  reaction  akin  to  fear, 
we  thought  at  first  that  we  were  looking  at  a 
sale  surface  of  paint  (and  we  were).  But  now  we 
find  that  it  has  become  a  hallucinatory  universe. 
From  a  simple  across-cxploration  of  flat  marks  on 
flat  canvas,  we  are  sucked  into  a  boundless  illusion 
of  space,  and  we  still  have  no  fixed  view-point  to 
which  we  can  retreat.  Natkin  has  achieved  a 
painterly  double-bind:  we  bravely  abandon  an 
illusory  colour  surface  only  to  find  ourselves  lost 
in  an  illusory  space.  The  perceptual  dialectic  with 
the  work  is  completed  if  and  when  we  resolve 
these  two  reactions. 

Only  a  few  artists  succeed  in  extending  visual 
consciousness  using  paint  and  canvas  alone:  this, 
as  much  as  the  economic  factor,  is  responsible  for 
the  'death'  of  painting.  Natkin  is  conspicuously 
among  the  handful  of  exceptions.  A  particularly 
prejudiced  local  reviewer,  remarked  that  all  his 
works  were  basically  the  same  painting.  This  is 
what  comes  of  looking  but  not  seeing.  Natkin 
will  not  allow  us  to  stop  at  the  surface  of  things; 
nor  even  at  the  trite  platitude  that  what  lies  behind 
that  surface  is  necessarily  closer  to  'reality'.  He  is 
certainly  a  major  painter. 


1 8th  and  19th  Century 
English  Painting 

Lcggatt  Brothers, 

30  St.  James's  Street,  swi 

Reviewed  by  Nicholas  Usherwood 

Lcggatt's  do  not  tend  to  mount  special  exhibitions 
but  rely  instead  on  the  consistent  quality  of  the 
paintings  always  hanging  in  their  St.  James's 
galleries  to  attract  the  more  knowledgeable  con- 
noisseurs and  collectors.  The  collection  of  English 
1 8th  Century  and  early  19th  Century  paintings 
showing  there  recently  have  been  no  exception. 
For  along  with  such  nice  but  minor  things  as  a 
splendid  moonlit  Pether  of  Lambeth  Bridge  and  a 
surprising  Turner-ish  De  Wint  watcrcolour  of 
Lake  Ncmi,  there  arc  three  portraits  by  Joseph 
Hism  more,  Thomas  Gainsborough  and  Sir 
Will  iam  Becchey  of  quite  outstanding  quality 
and  interest. 

The  earliest  of  them  is  Highmorc's  Sir  Thomas 


Heath  which,  signed  ami  dated  172S,  makes  it 
among  the  earliest  of  his  dated  works.  A  man  of 
letters  and  trained  at  Law,  I  Iighmore  had  spent 
his  leisure  hours  at  Kneller's  Academy  'where  he 
drew  ten  years',  painting  professionally  from  1714 
onwards,  until  in  1762,  in  the  face  of  the  oxer- 
whelming  competition  provided  b\  Reynolds 
and  Gainsborough,  he  decided,  like  many  of  his 
generation  to  retire.  His  portraits  developed  a 
genial  and  friendly  quality  which,  as  E.  K.  Water- 
house  so  charmingly  puts  it,  is  often  just  like  an 
introduction  to  the  person!  The  handling  of  the 
snuff-coloured  coat  and  white  shirt  and  cravatc  is 
most  delicate  though  the  figure  is  still  rather 
stiffly  posed  'a  la  Kneller'. 

An  example  of  what  caused  his  retirement  in 
1762  however  can  clearly  be  seen  111  the  painting 
hanging  nearby  and  probably  completed  about 
this  same  date  by  Gainsborough.  The  James  Don- 
nithorne is  a  fairly  typical  example  of  Gains- 
borough's style  in  his  early  years  at  Bath  and 
typical  also  of  the  rather  duller  sort  of  sitter 
(Donnithorne  was  a  London  merchant)  with 
which  Gainsborough  had  to  'make  do'  so  much 
more  of  the  time  than  Reynolds. 

However,  subtle  harmonies  of  mauvy-brown 
and  soft  green  painted  with  the  first  hints  of  that 
brilliant  feathery  brush-stroke  of  his  later  style 
give  the  whole  a  marvellous  pictorial  unity  and 
sensuousness.  There  are  some  bravura  touches  too 
on  such  details  as  the  set  of  inkwells  and  quill  on 
the  table  which  show  Gainsborough  at  his  very 
best. 

The  final  portrait,  Mrs.  Farthing  by  Sir  William 
Beechey,  takes  us  well  into  the  next  generation  of 
painters,  that  of  Romney,  Lawrence,  Hoppncr 
and  others  who  were  to  reap  the  rewards  of 
Reynolds'  and  Gainsborough's  struggles  to  estab- 
lish an  artistic  tradition  of  European  rather  than 
provincial  levels.  Becchey  is  not  perhaps  the 
greatest  of  them  though  this  nonetheless  is  a  work 
of  considerable  charm  with  an  attractive  landscape 
setting  -  I  particularly  liked  the  lush  hollihocks 
springing  up  at  the  young  woman's  feet! 


3.  Thomas  Gainsborough. 
James  Donnithorne  c.  1763. 
Lcggatt  Brothers. 


4.  Oliver  Bevan. 

Still  from  'Crescendo',  21  x  21  X  inches. 
Lehmans  Gallery. 


Oliver  Bevan  - 
Light  Boxes 

21  May-sjunc  1974 
Lehmans  Gallery 
23  Grafton  Street,  wi 
Reviewed  by  georgina  Oliver 

Oliver  Bevan's  work  has  progressed  from  the 
systematic  canvases  with  a  strong  element  of 
illusion,  which  he  showed  at  the  Grabowski 
Gallery  in  '65,  '67  and  '69,  to  the  present  light 
boxes  he  describes  as  'kinetic  paintings'.  Depend- 
ing on  the  plane  of  oscillation  of  light  waves  and 
interference  patterns,  these  boxes  exploit  the 
effects  produced  by  the  action  of  polarized  light 
on  transparent  plastics.  Concerned  with  time  and 
change  as  an  extra  dimension  rather  than  literal 
movement,  their  external  aspect,  which  the  on- 
looker views  much  as  he  would  a  television  or 
X-ray  screen,  changes  slowly,  as  by  miracle,  like 
a  painting  in  different  lights  of  day. 

With  this  technique,  Bevan  has  made  three 
types  of  box:  static  images  gradually  changing 
colour,  perspex  boxes  with  oscillating  discs  on 
frictionless  bearings  (this  is  a  multiple)  and  the 
latest  development,  boxes  with  three  revolving 
discs  driven  from  the  rim  so  that  the  structures  are 
modified  over  a  period  of  hours.  Remove  a  disc 
to  examine  it  and  the  colours  disappear.  All  you 
see  are  tapes  of  varying  thickness  and  quality 
stuck  on  each  disc  to  form  the  basic  structural 
composition.  The  medium  is  endowed  with  a 
sense  of  magic,  yet  as  ( )liver  Bevan  puts  it:  'If you 
sec  the  colours  of  the  spectrum  split  up  by  a 
prism,  you  do  not  expect  an  explanation  tor 
where  the  individual  colours  come  from'. 

As  he  becomes  more  accustomed  to  the 
medium,  Bevan  is  increasingly  able  to  control  the 
final  result.  He  is  in  a  period  of  transition.  'I  like 
people  who  carry  things  through  to  the  end',  he 
says  .  'At  first  I  thought  of  it  as  a  miracle.  It  was  a 
breakthrough  for  me  to  have  found  something  so 
ideal.  I  could  not  get  over  it.  Now  I  try  to  think 
of  it  as  a  medium  not  just  a  miracle'.  He  considers 
that  a  problem  many  kinetic  artists  seem  to  come 
up  against  is  that  they  never  get  beyond  the 
'miracle'  stage,  hopping  from  one  trick  to 
another. 
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The  British 
and  The  Maya 

Museum  of  Mankind 
Burlington  Gardens  wi 
Reviewed  by  june  Bedford 

Collectors  are  often  more  interesting  than  their 
collections.  It  would,  of  course,  be  absurd  to  make 
this  claim  for  the  twelve  British  'enthusiasts'  for 
the  Maya  who  are  featured.  But  I  did  find  that  this 
oblique  presentation  through  their  individual 
interest  and  effort  gives  reality  and  coherence  to 
this  largely  unknown  and  difficult  subject,  which 
we  cannot  slot  into  a  background  of  historical  per- 
spective, as  we  automatically  do  in  the  case,  say, 
of  the  classical  world.  Their  interest  was  engaged 
in  various  ways.  The  tragic  Viscount  Kings- 
borough  spent  much  of  his  fortune  publishing  the 
sumptuous  and  enormous  volumes  of  his  'Anti- 
ques of  Mexico'  after  seeing  a  Mexican  Codex  in 
the  Bodleian  Library.  Catherwood  and  the 
American,  Stephens,  were  intrigued  by  reports 
which  appeared  in  the  1830's  and  especially  those 
of  Juan  Gallindo.  Gallindo  belonged  to  the  group 
who  found  themselves  in  Central  America,  be- 
cause of  British  commitments  there.  He  was  an 
officer  in  the  service  of  the  army  of  Central 
America;  Caddy  was  a  First  Lieutenant  in  the 
Royal  Artillery  Garrison  in  British  Honduras; 
Gann,  a  District  Medical  Officer  in  British  Hon- 
duras. The  ruined  sites  they  found  themselves  so 
interestingly  amongst  in  British  Honduras,  and 
beyond  to  the  West  and  North,  happened  to  be 
those  of  the  sophisticated  and  complex  Maya. 
Maudslay  and  Adela  Breton  went  there  as  in- 
terested travellers  and  stayed  to  study  and  record, 
one  by  making  plaster  casts  of  stelae,  the  other 
with  her  painstakingly  exact  watercolours  of 
buildings  and  frescoes.  The  20th-century 
archaeologists,  the  professionals,  Joyce,  Thomp- 
son, Digby,  Graham  and  Hammond  are  no  less 
individually  interesting  nor  romantically  devoted 


5.  Pottery  whistle  figurine  of  a  priest 
seated  in  a  Jaguar  temple. 
Museum  of  Mankind. 


than  the  19th-century  amateurs,  as  is  shown  very 
clearly  in  Elizabeth  CarmichaePs  biographical 
notes  in  her  catalogue,  a  very  necessary  and 
integral  part  of  the  exhibition.  The  efforts  of  the 
early  enthusiasts  in  awakening  interest  in  the 
Maya  and  establishing  British  pre-eminence  in 
this  field  are  immeasurable,  but  what  is  certain  is 
that  without  Kingsborough's  reproductions, 
Catherwoods'  lithographs,  Maudslay's  plaster 
casts,  Adela  Breton's  watercolours,  many  details 
of  importance  would  have  been  lost  completely. 
The  aura  of  the  British  Museum  itself  presides 
overall  -  the  fruits  of  Maudslay's  labour  became 
part  of  the  collection,  Gann's  collection  was 
bequeathed,  Thompson  gave  material  and  wrote 
a  handbook,  Joyce  and  Digby  were  on  the  staff 
and  led  field  expeditions  financed  by  the  Museum. 
It  is  fitting  that  the  Ethnographical  Department 
of  the  British  Museum  now  honours  the  12 
enthusiasts  and  leads  us  through  their  eyes  into  the 
world  of  the  Maya.  It  is  a  joint  success  story. 


6.  Jan  van  der  Heyden. 

A  View  in  Cologne.  National  Gallery. 

Dutch 

Townscape  Painting 

15-February  -  29  March  1974 

National  Gallery, 

Trafalgar  Square,  WC2 

Reviewed  by  Nicholas  Usherwood 

With  the  increasing,  and  understandable,  reluct- 
ance of  museums  and  galleries  to  lend  their  works 
internationally,  this  is  a  marvellous  and  highly 
informative  small  display  of  a  dozen  or  so  master- 
pieces of  Dutch  Townscape  art  drawn  entirely 
from  the  Gallery's  collections.  It  is  a  perfect  exam- 
ple of  a  new  kind  of  exhibition  which  the  National 
Gallery,  with  its  huge  and  wide-ranging  resour- 
ces could  now  usefully  mount  and  indeed  is  better 
placed  than  most  museums  here  or  anywhere  else 
to  do  so.  Three  paintings  hung  together  on  one 
wall  illustrate  this  admirably  and  contain  a  wealth 
of  artistic  and  historical  resonances  that  it  would 
be  hard  to  improve  upon  -  Carel  Fabritius'  little 
View  of  Delft  (1652),  Pieter  de  Hooch's  classic 
Courtyard  of  a  House  (1658)  and  Egbert  van  der 
Pocl's  powerful  Delft  after  the  Explosion  (1654). 

Fabritius,  Rembrandt's  most  original  pupil, 
went  to  Delft  in  c.  1650  and  in  the  brief  four  years 
or  so  before  his  death  in  the  disastrous  explosion 
of  a  gunpowder  magazine,  recorded  in  Van  der 
Pocl's  painting,  had  a  decisive  influence  on  that 
short  and  brilliant  period  of  painting  there, 
epitomised  in  Dc  Hooch's  and  Vcrmeer's  paint- 
ings of  the  1650's  and  1660's.  His  I  lew  o  f  Delft  is 
a  very  odd  painting  indeed,  showing  the  same 
fascination  for  complex  perspectives  that  these 


two  artists  were  later  also  to  reveal.  To  one  side 
sits  a  man  in  an  open-sided  building  with  a  viol 
da  gamba  by  him,  half  cut  off  by  the  frame,  wliile 
in  the  other  half  is  a  view  of  a  canal,  bridge  and 
buildings,  the  whole  presented  with  a  curiously 
steep  perspective  not  unlike  the  effect  of  a  wide- 
angle  camera  (probably  it  was  used  in  a  kind  of 
peep-show). 

The  De  Hooch  is  such  a  celebrated  work  as 
hardly  to  need  describing  yet  again  except  to 
marvel  once  more  on  De  Hooch's  astonishing 
genius  tor  filling  such  a  complex  perspective 
structure  as  this  with  an  aura  of  real  and  very 
tender  human  warmth,  with  the  maid  and  child 
inside  the  courtyard  becoming  symbols  of  love 
of  the  home  and  security  which  the  older  woman 
standing  in  the  passage  looking  out  to  the  street 
and  canal  beyond  seems  to  echo  in  a  quiet  but 
quite  unmistakeable  manner. 

The  other  paintings  in  the  exhibition  arc  more 
directly  concerned  with  showing  views  of  a 
strictly  architectural  and  topographical  kind,  real 
or  imaginary.  Outstanding  here  are  the  four  Jan 
van  der  Heyden's,  Gerrit  Berckheyde's  Market 
Place  and  St.  Bavo,  Haarlem  and  Hobbema's 
Haarlem  Lock,  Amsterdam.  They  make  a  striking 
constrast  of  styles,  with  Berckheyde's  robust 
dramatic  composition,  animated  by  brilliant  con- 
trasts of  light  and  shadow  and  Van  der  Heyden 
who  achieves  his  effects  in  the  stunning  I  'iew  of 
Cologne  c.  1660  with  an  altogether  more  delicate 
and  atmospheric  approach.  Van  der  Heyden  was 
the  inspiration  for  a  whole  school  of  Dutch  i£th 
Century  architectural  painters  but  none  of  them 
ever  learnt  to  strike  quite  the  same  balances  of 
detail  and  broadness.  To  find  this  we  then  have  to 
turn  to  Venice  and  the  art  of  Canaletto. 


7.  Roger  Hilton. 

January  ig62,4$  X  50  inches. 

Serpentine  Gallery. 


Roger  Hilton 

Until  31  March  1974 
Serpentine  Gallery 
Kensington  Gardens,  W2 
Reviewed  by  peter  fuller 

'Many  would  say  that  Roger  Hilton  was,  and  is, 
the  best  painter  of  his  generation',  writes  Norbert 
Lynton  in  his  catalogue  introduction  to  this  show. 
Hilton's  reputation  eclipsed  during  the  sixties,  is 
once  again  being  re-instated.  Historically,  he  was 
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responsible  for  the  introduction  of  a  variety  of 
abstract  expressionism  which  was  not  limited  by 
European  notions  of  painterly  practice,  nor  de- 
rived from  the  American  experiment,  nor  depen- 
dent on  a  tendentiously  'English'  \  iew  ol  .ihstr.u  - 
tion  as  a  variety  of  landscape  painting. 

'Art  is  essentially  a  breaking  out,  a  shedding  of 
old  moulds.  Every  true  artist  is  a  revolutionary, 
but  only  in  his  own  domain.  He  probably  docs 
not  even  vote',  Hilton  himself  wrote  last  year. 
His  work  is  characterised  by  an  idiosyncratic  yet 
genuinely  exploratory  independence.  'Abstrac- 
tion in  itself  is  nothing.  It  is  only  a  step  towards  a 
new  sort  of  figuration,  that  is,  one  which  is  more 
true'.  Many  of  his  contemporaries  would  regard 
such  views  as  heresy,  but  they  led  to  Hilton's 
strengths,  and  the  enduring  validity  of  his  work. 

He  believes  that,  at  bottom,  abstraction  is  a 
variety  of  figuration :  but  not  of  representation.  It 
this  is  paralleled  in  the  canvases  of  de  Kooning  (or 
even  early  Pollock)  it  is  much  harder  to  find  art 
historical  comparisons  for  his  handling  of  space 
within  his  paintings.  He  acknowledges  debts  to 
Mondrian  and  Matisse,  but  they  only  provided  a 
diving-board  for  him:  in  many  of  his  works,  a 
slab  of  colour  shifts  over  the  canvas  or  paper  sur- 
face. But  the  colour  is  not  contained  by  it.  It 
seems  to  occupy  'real'  space:  the  same  space  as  the 
viewer. 

If  we  look  at  the  paintings  of  very  young  child- 
ren, before  their  work  has  been  metamorphosed 
by  'education',  we  find  many  of  the  characteristics 
which  preoccupy  Hilton;  firstly,  a  free  and  unself- 
fonscious  movement  between  'abstraction'  and 
figuration;  a  unity  in  diversity  which  is  not  in- 
formed by  a  perceptible  developmental  trajectory 
(each  work  is  a  new  beginning) ;  a  projective 
reconstitution  of  'reality',  derived  as  much  from 
internal  as  from  external  values;  and  a  specific 
notion  of  space  in  which  what  is  left  out  is  as 
important  as  what  is  put  in.  (Usually,  this  vanishes 
as  children  are  taught  to  'fill-up'  the  surface  with 
obsessional  detailing  and  to  rely  on  allegedly  per- 
ceptual rather  than  intuitive  devices.)  Child  art 
embraces  realities  -  particularly  concerning  the 
nature  of  space,  time,  and  internal-external  objects 
-  which  are  'educated'  away  from  us.  This  is  the 
area  which  Hilton  retrieves  and  informs  with 
adult  skills  and  an  adult  intellect.  Take  his 
Painting  1964:  it  consists  of  two  roughly  painted, 
thick  black  lines  on  a  white,  naked  canvas.  One  is 
horizontal,  traversing  the  surface  entirely,  close 
to  the  top.  The  other  is  a  breast-shaped  figuration 
emerging  from  the  bottom  right-hand  corner. 
The  whole  is  72  X  72  inches.  The  courageous 
simplicity  (even  hilarity)  of  this  painting  is  self- 
evident.  But  its  undeniable  visual  strength  seems 
to  me  to  derive  from  the  fact  that  it  recaptures  for 
us  concepts  of  true  space  (and  therefore  true  time) 
which  bourgeois  civilization  disallows. 


Yves  Klein  — 
Piero  Manzoni 

20  March-5  May  1974 
Tate  Gallery 
Millbank,  swi 

Reviewed  by  georgina  Oliver 

Two  artists  who  died  young,  between  the  ages  of 
thirty  and  thirty  five.  Two  artists  whose  activities 
can  justifiably  be  said  to  be  as  important  to  then- 
art  as  their  paintings  or  art  objects.  Both  were 
precursors  in  that  their  work  and  concepts  antici- 


8.  Yves  Klein  working  on  murals  for  the  new 
opera  house  at  Gelsenkirchen. 
Tate  Gallery. 

pated  most  of  the  premises  taken  for  granted  by 
the  present  avant-garde.  Chosen  by  Italian  critic 
Germano  Celant,  the  Manzoni  exhibition  is  the 
first  large  scale  selection  of  the  artist's  work  to  be 
shown  in  England.  It  is  nothing  short  of  a  wonder- 
ful exhibition,  but  since  Manzoni's  work  has  al- 
ready been  covered  extensively  in  these  pages 
(November  1973,  p.  227),  I  shall  review  the  Yves 
Klein  part  of  the  show  here. 

Yves  Klein's  creative  output  is  a  hymn  to  free- 
dom physical,  materialistic  and  spiritual.  In  my 
position  in  the  battle  between  line  and  colour,  he  wrote 
that  an  ordinary  picture,  as  it  is  generally  thought 
of,  seemed  to  him  like  a  prison  with  line,  com- 
position and  form  for  bars.  In  1957,  he  started  to 
paint  all-blue  pictures,  identical  in  colour,  but 
varying  in  size.  The  blue  was  the  deep  blue  of  the 
sky  of  Nice,  his  birthplace :  The  blue  of  Dufy's 
Mediterranean  scenes,  but  at  the  service  of  no 
directly  representational  subject,  or  arbitrarily 
decorative  abstract  composition,  just  blue. 
Following  an  exhibition  of  his  monochromes  at 
the  Galerie  Collette  Allcndy,  he  lamented  the 
public's  inability  to  view  his  canvases  in  isolation, 
'I  was  trying  to  show  colour',  he  said  'but  I 
realised  at  the  private  view  that  the  public  were 
prisoners  of  a  preconceived  point  of  view  and 
that,  confronted  with  all  these  surfaces  of  different 
colours,  they  responded  far  more  to  the  inter- 
relationship of  the  different  propositions,  they 
reconstituted  the  elements  of  a  decorative 
polychromy'. 

The  primordial,  liberated  quality  Klein's  work 
has,  is  expressed  more  literally  in  the  'Anthropo- 
metries'. Forerunners  of  body  art,  these  paintings 
were  made  with  the  aid  of  human  bodies.  Klein 
acted  rather  like  a  film  producer,  directing  the 
movements  of  models  who  smeared  their  skin 
with  paint,  pressing  and  dragging  themselves 
across  the  canvas  according  to  his  instructions. 
They  became  'living  paint  brushes'.  Another 
Klein  happening  involving  the  use  of  the  human 
body  as  a  means  of  expression  is  reminiscent  of 


recent  conceptual  events,  in  which  the  artist  goes 
as  far  as  injuring  himself  physically,  in  order  to 
demonstrate  an  idea.  On  this  occasion,  Klein 
dived  from  the  first  floor  of  a  building,  flying 
through  space  like  a  bird  in  the  sky. 

Manifestations  of  Klein's  desire  to  free  art  from 
its  usual  materialistic  associations  can  also  be  cited. 
For  a  show  at  the  Iris  Clert  Gallery  in  Paris,  he 
hung  blue  curtains  on  the  facade,  but  painted  the 
inside  white  leaving  it  completely  empty.  There 
is  spiritual  freedom  in  appreciating  something 
which  cannot  be  acquired.  Sublimating  this,  he 
gave  clients  a  certificate  of  possession  of  a  mental 
zone  of  immaterial  pictorial  sensibility  in  return  for  a 
given  quantity  of  gold  leaf.  The  deal  was  clinched 
when  the  certificate  was  burned  and  half  the 
precious  metal  scattered  on  the  waters  of  the 
Seine. 

Manzoni  and  Klein  have  in  common  a  con- 
sistent sense  of  poetry,  spanning  from  their 
'painting'  to  their  more  earthy  activities.  Their 
work  is  cerebral,  but  almost  always  strongly 
linked  to  the  body  and  nature. 

9.  Inlaid  ivory  theorbo  by  Michael  Rauche, 
London,  1762  from  'Eighteenth  Century  Musical 
Instruments:  France  and  Britain',  a  circulating 
exhibition  organised  by  the  Victoria  and  Albert 
Museum,  and  the  Conservatoire  National 
Supcrieur  de  Musique. 


75 


The  Connoisseur  Index  to  Advertisers 


Acoris  30 
Adams,  Norman        Inside  Back.  Cover 

A  La  Vieille  Russie  7 

Algernon  Asprey  34 

Andrade  Ltd.,  Philip  108 

Antiquaires  du  Quai  Voltaire  1 1 

Antique  Art  Gallery,  The  48 

Antiques  Center  of  America,  The  82 

Artco  Master  Prints  60 

Arts  Council  of  Great  Britain  /  f  0 
Arts  Review  Yearbook  &  Directory  40 

Asprey  &  Co.  Ltd.  15 

B.A.D.A.  8 

Barlin,  M.  dc  66 

Batsford  Books  6y 

Baumann,  Charles  &  Ann  98 

Berry-Hill  Galleries  82 

Bcshar's  84 

Biggs  ot  Maidenhead  84 

Birmingham  Silver  Inc.  44 

Blache,  Me.  Georges  97 

Bloom  &  Son  Ltd.,  N.  59 

Bolder,  Julius  56 

Bonham  &  Sons  Ltd.,  W.  &  F.  C.  6 

Box  No.  8692  ijo 

British  Antique  Exporters  Ltd.  /  28 

Bruton  Gallery  56 

Caro  Gallery,  Frank  60 

Carrington  64 

Catheralls  of  Chester  130 

Cheyne  Antiques  Ltd.  46 

Chichester  Antiques  Ltd.  33 

Childs  Gallery  38 
Christie's  102-107 

Clover  House  /  28 

Collet's  Chinese  Gallery  126 

Colnaghi's  99 

Connoisseur  Antiques  128 
Connoisseur  -  Books  83,128 

Connoisseur  -  Editorial  Indexes  130 

Connoisseur  -  Portfolio  45 

Connoisseur  -  Register  130 
Connoisseur's  Guide,  The              5  I-55 

Crowther  &  Son  Ltd.,  T.  / 

Davis  &  Long  Company  44 

Depot  1 5  40 

Dominion  Gallery  1 1 0 

Dorking  Antiques  Fair  108 

Drown,  William  R.  130 


Findlay  Galleries,  Wally  16 

Fine  Art  Society  Ltd.,  The    '  84 

Fischer  Gallery  65 

Franklin  Inc.,  Malcolm  61 

Fu-Ming-Fair  Gallery  ;  10 

Galcrie  Koller  85-96 

Gallery  of  Fine  Arts  37 

Gander  &  White  Ltd.  74 
Garrard  &  Co.  Ltd.  5,  126,  128 
Gibbons  International  Ltd.,  Stanley      1 8 

Green,  Richard  1 3 

Gregory,  Martyn  74 

Gurr  Johns  &  Angicr  Bird  Ltd.  12 

Harris  &  Sons,  M.  17 

Hartnoll  &  Eyre  Ltd.  73 

Heim  74 

HofF Antiques  Ltd.  49 

House  of  Hartford  70 

Hughes  Bros.  128 

Hundred  Antiques,  The  69 

International  Antiques  Fair  42 

Jacobs  Gallery,  Alan  10 

Jeremy  Ltd.  9 

Jcssop  Ltd.,  H.  R.  128 

John,  C.  29 

Johnson  Ltd.,  Oscar  &  Peter  63 

Joseph,  Jonathan  98 

Kaplan  Gallery  26-27 

Kaye  Ltd.,  Simon  20 

Kennedy  Galleries  58 

Kettercr  66 

Knoedlcr  1 4 

Koctscr  Gallery,  Brian  21-25 

Koetser  Gallery,  Leonard  1 09 

KugelJ.  71 

Lasson  Gallery  36,  47 

Lee,  Ronald  A.  79 

Lcfevre  4 1 

Lion  Mark,  The  31 

McCormick,  Ralph  128 

Malina  Inc.,  G.  127 

Mayorcas  Ltd.  1 26 

Metro  101 

Meyrick  Neilson  of  Tetbury  Ltd.  34 

Mitchell  &  Son,  John  33 

Morris,  S.  &  K.  128 
Moss  Ltd..  Hugh  M.          Back  Cover 


Norman  Gallery,  The  Gerald  M.  1 2% 

Newhouse  Galleries,  Inc.  19 

Newman  Ltd.,  M.  41 
Nichols,  Harvey  68-69 

Ogden,  Richard  72 

O'Hana  Gallery  62 

Phillips  ot  Hitchin  (Antiques)  Ltd.  67 

Phillips  Ltd.,  S.J.  75 

Pitt  &  Scott  Ltd.        '  1 00 

Plaistow  Publications  14 

Porter,  R.  E.  128 
Prides  ot  London  Ltd. 

Inside  Front  Cover 
Prior  Associated  Publishers  Ltd., 

George  128 

Private  Sale  1 26 

Raizel  Halpin  70 

RatcliffLtd.,  G.  T.  76 

Rcdburn  (Antiques)  3 

Renaissance  Wax  Polish  80 

Rosset,  Me.  Christian  32 

Rowland's  Antiques  100 

Schwarz  £V  Son,  Frank  S.  50 

Showcase  1 28 

Shrubsole  Ltd.,  S.  J.  131 
Society  ot  London  Art  Dealers,  The  77 
Sotheby's  111-124 

Speelman  Ltd.,  Edward  128 

Spink  &  Son  Ltd.  132 

Spycr,  Gerald  72 

Stair  &  Company  1 29 

Strassel  Co.,  The  98 

Temple  Gallery  28 

Thorpe  &;  Foster  82 

Tracy,  Clifford  J.  81 

Vanhall  Antiques  Ltd.  46 

Wakefield-Sccarce  Galleries  62 

Wallenlnc,  Alexander  100 

Wartski  57 

Webber  Inc.,  Max  ?9 

Wellby,  H.  S.  78 

Wendelighting  80 

Wiener,  Doris  50 

Wildenstein  Galleries.  The  78 

Woollctt  &  Son,  Charles  80 

Wreyland  Manor  Antiques  128 

Zenkc  Ltd.,  Otto  108 


Printed  in  Great  Britain  by  Stevens  Press  Ltd.,  Long  Eaton  (a  member  of  the  Oxley  Printing  Group  Ltd.).  Agents  in  Canada,  The  Wm.  Dawson  Subscription  Service,  Ltd.  Sole 
agents  for  Australia  and  New  Zealand,  Gordon  &  Gotch  (Australasia)  Ltd.;  agents  for  South  Africa,  Central  Sews  Agency  Ltd.  (London  Agents,  Gordon  &  Gotch  Ltd.),  Higgin- 
botham  &  Co.  in  Bombay  and  Calcutta. 

Conditions  oj  Sale  and  Supply — This  periodical  is  sold  subject  to  the  following  conditions:  That  it  shall  not,  without  the  written  consent  of  the  publishers  first  given,  be  lent,  resold, 
hired  out  or  otherwise  disposed  oj  by  way  of  Trade  except  at  the  full  retail  price  of  £1.00:  and  that  it  shall  not  be  lent,  resold,  hired  out  or  otherwise  disposed  oj  in  a  nn.tilattd 
condition  or  in  any  unauthorized  cover  by  way  of  Trade;  or  affixed  to  or  as  part  of  any  publication  or  advertising,  literary  or  pictorial  matter  whatsoever. 


HE 

une  1974 


ONNOISSEUR 


ART AND 
ANTIQUES 
IN  LONDON:  § 
THE 

SUMMER 
SCENE 


£l.00  $4.00  USA 

BURLINGAME 

J  UN  1  4  1974 


/ 


Francis  Watson: 
English  Collectors 
of  French  Furniture 

Garrard  Silver 

Wedgwood  &Co.  Pottery 

Sophisticated  Cranes 

Barry's  Paintings 
at  The  Royal  Society 
of  Arts 


PRIDES  of  LONDON 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


A  late- 1 8th  Century  drawing 
table  of  mahogany,  the  top  pulls 
out  and  lifts  to  various  angles, 
having  1  drawer  to  the  right  hand 
side  and  1  long  and  1  short  to 
the  front,  on  square  tapered  legs 
with  brass  cap  casters. 
36"  x  24"  x  32|"  high. 


A  rare  Chippendale  lamp  table 
of  well-figured  mahogany 
having  one  drawer  to  either 
side  on  square  legs  with 
block  toes. 
19"sq.  271"  high. 


A  Sheraton  bergere  desk  chair  of 
mahogany,  having  loose  cushions  to  the 
back  and  seat. 


PRIDES  OF  LONDON  LTD. 


179-180  SLOANE  STREET  S.W.I. 


TEL:  01-235  308 


Length  of  shelf.  5'  1\" 

Depth  of  Shelf.  8" 

Total  Height.  5'  Of" 

Opening  Width.  3'  6" 

Opening  Height.  3'  5|f 


Dealers  in  Antiques  and  Works  of  Art 
Specialists  in  Period  Oak  and  Pine  Panellings 
Wood  and  Marble  Mantelpieces 
18th  Century  Furniture 
Fine  Garden  Ornaments 


T.  Crowther  &  Son  Ltd.  282  North  End  Road  Fulham  London  S.W.6 

Cable  Address:  Antiquity  London    Telephone:  01-385  1375/7 


< 


eONNOISSEUE 


Editor  Bevis  Hillier 


June  1974       Volume  186  Number  7 48       (Founded  in  lgoi) 


Deputy  Editor 
David  Coombs 

Literary  Editor 
Susan  Livingstone- 
Learmonth 

Designer 

Trevor  Vincent 

Staff  Writer 
William  Allan 

Director  of 
Cultural  Events 
John  M.  Calabrini 


Editorial  and 
Advertisement  Offices 
Chcstergate  House 
Vauxhall  Bridge  Road 
London  swiv  ihf 
Telephone 
01-8342331 
Telex  263879 
Natmag  Ldn 

Publisher 
David  Davies 

Associate  Publisher 
Johnjeffcott 


American  Editor 
Joseph  T.  Butler 

63  5  South  Broadway 
Tarrytown 
New  York  10591 
Telephone 
914-63 1-9091 
Artistic  Director 
for  Europe 
Georges  Salmann 
(Paris) 

Correspondent 
in  Portugal 

Carlos  de  Azevedo 


Advertisement 
Representative 
in  Germany 
Gabriele  Wells 
8022  Griinwald- 
Munich 

Peter  Ostermayer  Str.  6 
Telephone 
Griinwald-Munich 
6412517 


Advertisement 
Director  in  the  usa 
Lawrence  A.  Ross 
224  West  57th  Street 
New  York  ny  100 19 
Telephone 
212-265  73°o 
Telex  Conosur  66364 


The  Connoisseur, 
acquired  by 
William  Randolph 
Hearst  in  1927, 
is  published  monthly 
in  Great  Britain 
and  the  usa  by  The 
National  Magazine 
Company  Limited, 
England. 

Managing  Director 
Marcus  Morris 


An  Anticipatory  Nostalgia 

77 

The  English  as  Collectors  of  French  Furniture 

FRANCIS  WATSON 

78 

Sir  William  Allan 

WILLIAM  ALLAN 

88 

Garrard  &  Co. 

CHRISTOPHER  LEVER 

94 

The  Progress  of  Human  Culture  and  Knowledge 

DAVID  ALLAN 

100 

Wedgwood  &  Co. 

HEATHER  LAWRENCE 

108 

Sophisticated  Cranes 

GRAHAM  HOLLISTER-SHORT 

116 

The  Founding  of  the  National  Gallery.  Part  III 

GREGORY  MARTIN 

124 

Art  and  Antiques  in  London:  the  Summer  Scene 

WILLIAM  ALLAN 

129 

America 

JOSEPH  T.  BUTLER 

138 

liar  ope 

GERALD  SCHURR 

144 

Irwin  Untertnyer 

YVONNE  HACKENBROCH 

146 

Salerooms 

GUY  MANNERS 

147 

Books 

150 

The  Connoisseur's  Diary 

DAVID  COOMBS 

154 

Galleries 

156 

©  1974.  The  National  Magazine  Company  Limited. 


ABC 


Circulation  Information. 
Great  Britain.  Single  copy  price  £1.  The 
Annual  subscription  is  £12  including  postage 
(£13  including  postage  overseas)  which  may  be 
booked  from  your  local  bookseller  or  remittance 
can  be  sent  direct  to  The  National  Magazine  Co. 
Ltd.,  Chestergate  House,  Vauxhall  Bridge  Road, 
London  swiv  ihf.  Enquiries  regarding 
subscriptions  should  be  addressed  to 
The  Connoisseur  Subscription  Department, 
22  Armoury  Way,  London  swi8  iha 
1-874-1181),  to  where  notifications  of 
ch.  ^e  of  address  should  also  be  sent  at  least 
4  to    weeks  before  publication.  The  Connoisseur 
is  distrib  jted  by  The  National  Magazine 
Distributors  Ltd. 


U.S.A.  Single  copy  price  $4.00.  Subscription 
price  United  States  and  possessions  and  Canada 
$30.00  for  one  year  (12  issues),  $55.00  for  two 
years  (24  issues).  All  other  countries  $33.00  for  one 
year,  $61.00  for  two  years.  Single  copies  may  be 
obtained  by  sending  your  order  with  remittance 
to  the  New  York  Circulation  office.  Subscription 
orders  should  be  sent  to  the  New  York 
Circulation  office.  Notify  The  Connoisseur 
Subscription  Department,  250  West  55th  Street, 
New  York,  ny  10019,  (Plaza  7-5020),  of  any 
change  of  address  and  give  the  old  address  as  well 
as  the  new,  with  zip  code  number.  Please  enclose 
your  latest  address  label  for  quicker  services 
when  writing  about  your  subscription. 


Early  consideration  will  be  given  to  mss.  accompanied 
by  suitable  photographs.  Although  due  care  is  taken, 
the  publishers  do  not  accept  responsibility  for 
mss.  or  photographs  which  must  be  submitted  at 
the  owner's  risk. 

The  Editor's  decision  is  final  in  all  editorial  matters. 
Second  class  postage  paid  at  New  York,  ny,  USA. 

Printed  in  Great  Britain. 

Copies  of  all  back  numbers  of  The  Connoisseur 
up  to  1972,  and  Year  Books from  1952  to  1963,  have 
been  produced  on  microfilm,  obtainable from 
Micro  Methods,  East  Ardsley,  Wakefield, 
Yorkshire. 


z    The  Connoisseur,  June,  1974 


urn 


FINE  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 


Cj 


During  June  we  will  display 

an  exhibition  of  English 
Decorative  Needlework  of  the 
XVI I th  andXVIIIth  centuries. 


An  important  George  III  Bracket  Clock, 
prepared  for  the  Eastern  Market,  by  Markwick  Markham 
of  London;  the  case  retaining  its  original 
finely  painted  decoration. 
English,  circa  1770.  Overall  height,  24  inches. 


American  enquiries  may  be  made  to 
E.  H.  Herzog 
1  Rockefeller  Plaza.  New  York 
Tel:  (Area  Code  212)  489-6600 


REDBURN  (ANTIQUES) 
49  BROOK  STREET,  LONDON,  W.i. 
Tel:  OI-629  $460  Cables:  Redtique,  London,  W.I. 


Adjacent  to  the  ballroom  entrance  i 
of  Claridge's  Hotel 

Also  open  Saturdays 
10  a.m.  -  4.30  p.m. 


The  Connoisseur  in  July 


June  Cover 

An  important  early  18th  century  English 
japanned  bureau  cabinet,  finely  decorated 
with  gold  Chinoiserie  scenes  on  a  black 
ground.  96  inches  high;  41  inches  wide; 
23I  inches  deep.  Formerly  in  the  Collection 
of  Her  late  Majesty  Queen  Mary  and  the 
Collection  of  His  late  Royal  Highness  the 
Duke  of  Windsor. 

Rcdburn  ( Antiques),  49  Brook  Street,  London,  wi. 


The  Chanin  Building,  New  York 

by  Dan  Klein 

The  Chanin  Building,  opened  in  1929,  was  built  to 
incorporate  every  labour-saying,  time-saving  and 
money-making  device  within  a  shell  of  comfort  and  luxury. 
The  architect,  Jacques  Delamarre,  is  still  in  the  employment 
of  the  Chanin  Construction  Company. 

Richard  Dadd :  a  Psychological  Interpretation 

by  Peter  Fuller 

Peter  Fuller  offers  an  existential,  psychological  approach  to 
the  life  and  work  of 'the  parricide  Dadd,  whose  deeds  sent 
a  thrill  of  horror  once  through  the  length  and  breadth  of 
the  land'  (World,  26  December,  1877).  The  last  decade  has 
seen  a  great  revival  of  interest  in  Dadd. 

Andrea  Soldi 

Part  2.  The  later  years:  1 744-1 771 
by  John  Ingamells 

Part  2  deals  with  Soldi's  career  after  his  release  from  the 
Fleet  prison  for  debt.  He  continued  to  paint  attractive 
portraits  but  his  style  increasingly  diverged  from  the 
fashionable  grand  manner  proposed  and  practised  by 
Reynolds. 

The  Sculptor  and  his  drawings 
4.  Kenneth  Armitage 

by  W.  J.  Strachan 

Kenneth  Armitage  has  won  many  prizes  for  his  sculptures 
and  drawings,  including  the  prize  for  drawing  at  the  Fifth 
International  Exhibition  of  Drawing  in  Lugano,  T958.  His 
works  are  in  thirty  foreign  public  collections  in  a  total  of 
seventeen  countries,  excluding  Britain. 

'The  Story  of  Charles  the  First' 

Part  II:  The  Paintings  and  the  1728  Engravings 
by  Robert  Raines  and  Kenneth  Shatfe. 

Following  the  execution  of  Charles  I  a  pictorial  history  of 
his  reign  was  painted  and  later  engraved  by  a  combined 
team  of  French  and  English  craftsmen. 

The  Tapestries  of  Archie  Brennan 

by  Brian  BeaUmont-Nesbitt 

Archie  Brennan' s  tapestries  have  long  been  honoured  in 
Scotland  and  he  has  done  more  than  anyone  to  establish 
Edinburgh  as  the  capital  of  British  tapestry  weaving.  He  has 
recently  retired  as  Head  of  Tapestry  at  Edinburgh  College 
of  Art  to  be  able  to  devote  more  time  to  his  own  work. 

The  Founding  of  the  National  Gallery  in  London 

Part  4 

by  Gregory  Martin 

George  Canning's  action  in  providing  an  independent  body 
of  Trustees  enabled  the  national  collection  of  pictures  and  th 
British  Museum  to  go  their  separate  ways,  but  a  site  for  the 
new  National  Gallery  had  yet  to  be  found. 

Celebrating  the  Art  of  the  New  State:  Alaska 

'The  Far  North'  Exhibition 
by  June  Bedford 

Alaska  -  bought  by  the  United  States  in  1867  from  the 
Russians  for  seven  million  dollars,  and  now  the  49th  State  - 
is  not  only  rich  in  natural  wealth  but  must  surely  'be 
recognised  as  one  of  the  world  centres  of  Primitive  Art'. 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  Oh  ART 
TO  Tilt  I  ATE  QUEEN  MAR Y 

M.  Harris  &  Sons 

ESTABLISHED  IXhH 

44/52  New  Oxford  Street  London,  WC1A  IBS 

Telephone:  01-636  2121  Telegrams:  Artisonne  London  WC1A  1ES 


Two  of  a  superb  set  of  eight  Hepplewhite  period  carved  mahogany  Chairs  of 
extremely  fine  quality  and  colour  (comprising  six  single  and  two  elbow  chairs). 

England,  circa  1780. 


EXHIBITION 

"THE  GEORGIAN  PERIOD'' 

1714  -  1830 


June  nth  -  22nd 
Mon.  -  Fri.  10  a.m.  to  5.30  p.m.  Sats.  10  a.m.  to  1.00  p.m. 


alogue :  The  Art  of  The  Goldsmith  A:  The  Jeiveler —  $6.00  including  postage  and  handling 


A  LA  VI 


i 

781  FIFTH  AVENUE, 


Russian  Imperial  collection: 


Rock  crystal,  gold 
and  "basse  taille" 
enamel  perfume  set, 
in  the  original 
lacquer  coffret. 
By  Jean  Ducrollay. 
Paris  1753. 


'  Catalogue:  The  Art  of  The  Goldsmith  &  The  Jeweler—  $( 
r 


Fine  silver  for  the  collector 


Simple  and  dignified,  a  teapot  and 
stand  w  ith  matching  milk  jug  and 
sugar  basin  by  Robert  and  David 
Hcnncll,  1804,  made  en  suite  with  a 
tall  coffee  pot  of  1 802  by  Smith  and 
Haytcr.  A  band  of  running  foliage  is 
engraved  below  the  reeded  rims,  and 
each  piece  is  also  engraved  with  a 
laurel  wreath  for  crest  or  initials. 
The  coffee  pot  is  1  lh  in.  high  and 
the  service  weighs  60  oz.  ( 1866  g). 


In  contrast,  a  superbly  chased 
four-piece  service  of  1 82a- 1 830  by 
Edward  Barnard      Sons,  in  their 
rich  convex  melon  shape  with 
chased  foliage  and  dahlias  at  the 
base,  and  with  heavy  shell  feet 
and  the  silver  scroll  handles  then 
coming  into  fashion.  Flower 
fnials  and  borders  reiterate  the 
richness  of  the  pattern. 
The  coffee  pot  is  8  in.  high. 
The  set  weighs  89  oz.  ( 2768  g). 


SIMON  KAYE  LTD. 

li  ALBEMARLE  STREET  ■  PICCADILLY  •  LONDON  Wl 

Telephone  01  -493  7658 

In  association  with 

/.  Freeman  Son  Inc  •  12  East  $2nd  Street  •  New  York  NY  10022 
Members  of  the  Art  &  Antique  Dealers'  League  of  America  Telephone  759  6900 


it  i 


KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

me:  01-352  0644  Cables:  JEREMIQUE,  LONDON,  S.W.3 

01-3523127 


OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


ENGLISH:  Third  quarter  of  the  18th  century: 

A  fine  quality  early  Chippendale-period  tripod  table 
executed  in  selected  faded  Cuban  mahogany: 

Height:  2'  2" 
Width:  2'  0" 
Depth:  1' 


ENGLISH:  Third  quarter  of  the  18th  century: 

A  very  fine  quality  Hepplewhite 
period  serpentine  fronted  card 
table  in  the  French  taste. 
Maximum  Height:  2'  5" 

Width:  3'  0" 

Depth:  1'  6" 


We  specialise  in  Antiques  of  the  highest  quality.  Every  article  in  our  inventory  is  photographed.  Should  you 
have  any  special  requirements  do  not  hesitate  to  let  us  know  and  we  will  forward  photographs  and  complete 
descriptions  by  return.  This  service  is  for  assistance.  Please  use  it.  Our  collection  tastefully  displayed  in  nine 
showrooms  is  never  more  than  15  minutes  from  any  leading  London  hotel.  Honour  us  with  a  visit.  Our  aim 
is  your  satisfaction. 


Landscapes  from 
the  Fitzwilliam 


The  Magic  Apple  Tree  by  Samuel  Palmer,  circa  1830 


Loan  Exhibition  in  aid  of 
The  Friends  of  the  Fitzwilliam  Museum,  Cambridge 

20  June-i  2  July  1974 

Monday  to  Friday  10.0-5.30 

HAZLITT,  GOODEN  &  FOX 

38  Bury  Street,  St  James's,  London  swiy  6bb 

Telephone:  01-9306422-3 
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By  Appointment 
Antiquaries  of  Chinese  Art 
to  the  late  Queen  Mary 


By  Appointment 
Antiquaries  of  CHINESB  Art 

to  H.M.  Queen  Elizabeth 
the  Queen  Mother 


By  Appointmfnt  to 
His  late  Majesty  The  King  of  Sweden 
Antiquaries  of  Chinese  Works 
op  Art 


•JOHX  SPARKS 


LIMITED 


Chinese  Siorbs;  of  grt 


One  of  a  pair  of  bamboo  open  armchairs 
Latc-i8th  CENTURY 
Height  at  back:  37  inches 


128  MOUNT  STREET,  LONDON  W1Y  5HA 

Telephones:  01-499  2265  &  1932 


RICHARD  GREEN 


Fine  Paintings 


44  Dover  Street 
London  W1X4JQ 
01  -493  7997 


30  May-29  June  1974 


Price  of  Catalogue  £1 
(USA  $8) 
including  postage 


Balthasar  van  der  Ast  (1593-1657) 
Signed 

Canvas:  3 1^x47 \  inches 

Provenance:  D.  A.  Hoogendijk,  Amsterdam  1932 
Literature:  L.  J.  Bol  in  'Oud-Holland'  1955,  pp.  141,  153. 
I.  Bergstrom,  'Dutch  Still  Life  Painting',  1956,  p.  71 
L.  J.  Bol,  'The  Bosschaert  Dynasty',  i960,  p.  85,  No.  116. 


Summer  Exhibition  of  Dutch, 
and  Italian  Old  Master  Paintings 


B  Avercamp 
G  ABerckheyde 
J  S  Bernard 


J  Bogdani 

A  Bosschaert 

Q  van  Brekelenkam 


J  van  Goyen 
F  Guardi 
J  D  de  Heem 


T  de  Keyser 
M  Marieschi 
P  de  Marlier 


J  van  Son 
D  Teniers 
J  P  Thielen 


W  van  de  Velde 
A  Verstralen 
A  Ysenbrandt 


"Peter  Funke" 
(circa  1900) 


by  Grant  Wood 
"Indian  Creek",  Iowa 


Size  24"  x  50 


Other  Important  paintings 
in  our  American  Collection: 


Lawson 

Melchers 

Wiggins 


Potthast 

Twachtman 

Hassam 


In  our  French  Collection 
Important  paintings  by: 

Loiseau  D'Espagnat 
Valtat  Le  Sidaner 

LeBasque  Guillaumin 


CAMPANILE  GALLERIES,  INC. 

200  SOUTH  MICHIGAN  AVENUE 
CHICAGO,  ILLINOIS  60604 
A.C.  312-PHONE  726-4620 
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Gilt-Bronze  Cover 
T'ang  Dynasty 
Diameter:  20.9  cm. 

London  Exhibition 
13  June  to  12  July 

Early  Chinese 
ceramics  and 
works  of  art 

Catalogue  available 

at  £7.00  each  plus  15p  per  copy 

postage  Europe  and  UK 

Airmail  USA  £1.55 

Japan  £2.1 5 


ESKENAZI 


Oriental  Art 


Foxglove  House 

(opposite  Old  Bond  Street) 
166  Piccadilly 
London  W1V  9DE 

Telephone:  01-493  5464/5 
Cables:  Eskenazi  London  W1 


15  Via  Montenapoleone 
Milan 

Telephone:  70  00  22 


is 


W.  H.  WILLSON  LTD. 


Fine  Antique  Silver 


Queen  Anne 
London  171 3  by  Charles  Adams 
Height  -  8  ins.  &  2-6|  ins. 
Weight  -  26  ounces. 


15  King  Street,  St.  James's,  London  SW1Y  6QU 
Telephone  01-930  6463 
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MEYRICK  NEILSON  OF  TETBURY  LTD. 

Gloucestershire  GL8  8DF.  Tetbury  (0666)  52201 

Motorway  approaches:  M.4  Exit  17-12  minutes.  M.5  Exit  13-25  minutes 


Nathaniel  Hodges 

Nathaniel  Hodges  was  a  famous  early  maker  and  known  to  have  made  clocks  for  Charles  II.  This  small  clock  was  probably  made  between 
1680-1685,  having  a  fine  walnut  case  and  the  flat  gilt  dome  of  the  period.  The  skeletonised  chapter  ring  is  a  most  attractive  feature.  The 
Clock  has  a  verge  escapement  and  pump  action,  pull  quarter  repeat  on  two  bells.  The  finely  engraved  backplate  is  signed  in  a  small 

cartouche  Nathaniel  Hodges  Londini.  12  in.  (30.5  cm.)  high.  £^1 


MEYRICK  NEILSON  OF  TETBURY  LTD. 

in  conjunction  with  the  British  Antique  Dealers'  Association  Festival  1974 

invite  you  to  visit  their 

EXHIBITION  OF  200  YEARS  OF  ENGLISH  CLOCKMAKING 
at  Avon  House,  Market  Place,  Tetbury  —  3  -  29  June,  1974 

Weekdays  9.30  -  1.0  p.m.  and  2.0  -  5.0  p.m.  Saturdays  9.30  -  12.30  p.m. 


CLOCKS  OF  EMINENCE  BOUGHT,  SOLD  AND  RESTORED 


R.  A.  Lee  R.  T.  Gwynr 

1-9  BRUTON  PLACE,  LONDON,  W 

Tel:  01-629  $600  &  01-499  6266 


An  early  18th  century  English  scarlet  lacqi 
bureau  on  stand  with  mirror  over  and  w 
elaborately  fitted  toilet  drawer.   There  1 
many  secret  compartments  with  one  for  a  pe 
necklace  retaining  its  original  pink  silk  linii 
It  appears  that  this  is  the  only  record 
example  in  this  attractive  colour  and  m 
probably  made  by  Hugh  Granger  'at  the  can 
Angel  I  in  Aldermanbury'. 
65i  inches  high,  23  inches  wide. 
(167  x  58.5  cm.) 


)SCAR  AND  PETER  JOHNSON  LIMITED  0 

EXHIBITION 
CONTINENTAL  VIEWS  BY  ENGLISH  ARTISTS 

Wednesday,  May  15  th  —  Friday,  June  7th 
Daily  10  a.m.  -  5  p.m.     Saturday  10  a.m.  -  12  noon 


mting  Clippers  and  North  African  Barques  by  William  Griffin 

;  23I  x  41?  inches  oft"  Gibraltar  Initialled  and  dated  1841 

Inscribed  William  Griftin 
Painted  for  T.  Mcggitt  &  Co. 


Also  including  pictures  by  :- 
James  Wilson  Carmichael,  E.  W.  Cooke, 

Albert  Goodwin,  Arthur  J.  Meadows, 
Charlotte  Nasmyth,  Richard  Henry  Nibbs, 
William  Pitt,  T.  S.  Robins,  James  Webb  and  others 

THE  PICTURES  ARE  FOR  SALE 

LOWNDES  LODGE  GALLERY 
27  LOWNDES  STREET  LONDON  SWiX  9HY 

Telephone:  01-235  6464/5  Cables:  ARTCOS,  LONDON,  SWiX  9HY 

(opposite  The  Carlton  Tower  Hotel) 


urn 


FINE  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 


A  Highly  Important  Mahogany 
Bookcase  by  Thomas  Chippendale, 
with  excellent  carved  decoration. 
Height:  9  feet,  1  inch.  Length:  1 0  feet,  1 1  inches. 


Depth  (at  centre);  24  inches  -  (at  each  end): 


21  {  inches. 


This  Bookcase  was  supplied  by 
Chippendale  and  Rannie  to  Sir 
Laurence  Dundas,  Bart.,  for  19, 
Arlington  Street,  Piccadilly,  in  1764. 
The  account  submitted  in  respect 
of  this  delivery,  dated  20th  January 
1764,  reads  :— 

"To  a  very  large  Mahogany  Book- 
case of  fine  Wood  with  a  Scrol 
pediment  top  and  Rich  folding 
doors  g/az'd  with  plate  glass  in  the 
upper  part  and  Cupboards  with 
folding  doors  of  very  fine  Wood  in 
the  under  part  £80." 

The  stated  cost  of  £80  makes  the 
Bookcase  the  second  most  expen- 
sive single  piece  of  cabinet  furniture 
known  to  have  been  made  by 
Chippendale;  the  most  expensive 
being  the  "Minerva"  Commode, 
prepared  for  Harewood  House, 
Yorkshire  which  cost  £83. 


LITERATURE: 

"Chippendale  Furniture  —  The  Work  of  Thomas 
Chippendale  and  His  Contemporaries  in  the 
Rococo  Style"  by  Anthony  Coleridge,  pages 
121 -123,  and plate  257. 

"The  Gentleman  &  Cabinet-Maker's  Director" 
(Third  Edition)  by  Thomas  Chippendale,  plate 
XCII. 

"Apollo  Magazine"  September  1967,  page  200, 
figure  20. 


During  June  we  will  display 

an  exhibition  of  English 
Decorative  Needlework  of  the 
XVI Ith  andXV/J/th  centuries. 


it  rn 


REDBURN  (ANTIQUES) 
49  BROOK  STREET,  LONDON,  W.i. 

n  enquiries  may  be  made  to  Adjacent'to  the  ballroom  entrance 

rzog  of  Claridge's  Hotel 

feller  Plaza,  N  ew  York 

<a  Code  212)  489-6600  Also  open  Saturdays 

10  a.m.  -  4.30  p.m. 


Member  British  Antique  Dealers  Association 


Fine  Eighteenth 
and  Early  Nineteenth  Century 
Furniture  and  Works  of  Art 


nne  to  Prin ii/r"  Kxhibition  shoxving  the  progression 
timiture  styles  I  700-1830  to  be  held  <//  our 
C/niUi  Farm  showrooms  from  '22tui-29th  dune  — in 
ort  of  the  HAD  A  Antique  Festival  1974. 

•y  fine  Sheraton  mahogany 
'etaire  bookcase  ca.  1 7NO. 
ft  5 ins.  w..lftllins.  d.J'J  ins. 


67-70  CHALK  FARM  ROAD  •  LONDON  NW1    01-485  1504    01-267  2767 


MAURICE  UTRILLO 


L'Eglise  dc  Boucquoy  pres  d'Arras,  circa  1915 

oil  on  canvas,  23%  x  32  inches 

Signed  lower  right:  Maurice  Utrillo,  V., 


galleries 

51  east  57th  street  new  york 
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Salomon  van  Ruysdacl,  A  River  Landscape,  Provenance:  T.  Goudstikker  Collection,  Amsterdam,  Catalogue  no.  68 

Oil  on  panel,  143  x  21  inches  (36.5  x  53  cm)  German  Private  Collection. 

Signed  with  monogram  and  dated  1640  Certificated  by  Dr  Walther  Bernt.  Munich,  6.2.70 

Exhibited  Goudstikker  Collection,  Rotterdam,  1928/9 


ALAN  JACOBS  GALLERY 

MEMBER  OF  THE  SOCIETY  OF  LONDON  ART  DEALERS 
MEMBER  OF  THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 

EXHIBITION  OF  FINE  XVIIth  CENTURY 
DUTCH  &  FLEMISH  OLD  MASTERS 

including  works  by 

Cornells  Beelt,  Cornells  Pietersz  Bega,  Jan  Frans  van  Bloemen,  Jan  Breughel,  Jan  van  de  Capelle, 
Frans  Frantken,  the  Younger,  Jan  van  Coyen,  Meindert  Hohbema,  Pieter  de  Hooch,  Claude  de  Jongh, 
Jan  van  h'essel,  Cornels  de  Man,  Jean  Baptiste  Monnoyer,  Pieter  Keefs,  the  Flder, 
Pieter  van  Roestraten,  Salomon  van  Ruysdacl,  Pieter  Schoubrock,  Abraham  Storck,  Jacobus  Storck, 
David  Teniers,  Pieter  Tillemans,  Pieter  van  de  Velde,  David  Vinekboons,  Simon  de  Vlieger, 
Roelqf  van  Vries,  Adriaen  van  der  U'erjf,  Philips  Wouwerman 

Catalogue  'THE  TIMELESS  MOMENT  £1.00  (S5.00) 

15  Motcomb  Street  .  Bclgravc  Square  •  London  swi    Telephone:  01-235  5944    Cables:  Artjac  London  swi 

Daily :  g.30  am  -  3.30  pm    Saturday :  g.30  am  -  1  pm 
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An  important  bureau  and  removable  bookcase  cabinet  in 
'mulberrywood'  crossbanded  in  kingwood  with  pewter 
stringing  lines,  attributed  to  John  Coxed.  English,  circa  1700. 
Width :  3'  4f  Depth :  T  1 V  Height :  6'  9{" 

c.f.  Georgian  Cabinet- Makers,  Edwards  &  Jourdain,  p.  91.  Illus.:  pp.  229,  230; 
London  Furniture  Makers,  Heal,  p.  40.  Illus.  pp.  229,  231. 


ASPREY  &  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 


MONTAGUE  DAWSON 

1895-1973 

Royal  Society  of  Marine  Artists— Fellow  Royal  Society  of  Arts. 


The  Hesperus.  Watercolor.  Signed.  Framed.  Canvas  size  I6V4  x  26. 


\ 


The  6  metre  Yacht  Lymington  I.  Oil.  Framed.  Signed.  Canvas  size  12  x  24. 


We  also  have  at  present  two  rare  and  important  World  War  I  oils  in  full  color;  a  small 
black  and  white  oil  of  a  galleon  in  action  and  a  selection  of  the  famous  World  War  II 
monochrome  oils.  All  by  this  greatest  of  marine  artists. 

TOLFORD  GALLERIES 

James  K.  Toljord,  Director 

956  Linden  Avenue,  Hubbard  Woods,  Illinois  60093  (312)446-9005.  Closed  Mondays. 


Alan  Hartman,  president 
ORIENTAL  &  CONTINENTAL  FINE  ARTS 
978  MADISON  AVE. 
NEW  YORK,  N.Y.  10021 
TEL:  (212)  535-4300 
Cable  JADECURIOS,  NEW  YORK 


Imperial  Chien  Lung 
Mark  and  period. 
Height  twenty-six  inches 


A  vase  identical  to  this 
one  was  included  in  Sotheby,  London 
Sale,  26  June  1973.  Lot  297, 


In  PALM  BEACH 
THE  HARTMAN  GALLERIES 
234  Worth  Avenue 


IN  DALLAS 
HARTMAN  RARE  ART 
Fairmont  Hotel 


Although  Carrington  have  always  enjoyed  a 
reputation  for  fine  silver,  both  antique  and  modern,  we  are 

also  particularly  proud  of  the  collection  of  silver-gilt 
pieces  we  presently  hold.  For  example,  a  highly  decorative 

silver-gilt  Fruit  Stand  or  Compote  by  Paul  Storr, 
George  IV,  1824.  We  also  hold  an  excellent  antique  copy 
of  this  piece  by  Robert  Garrard,  made  in  1835. 


CARRINGTON 

130  Regent  Street,  W.l  O 
Tel:  01-734  3727 


An  extremely  rare  and  important  PERUVIAN  12th  cent.  Chancay  Pre  Inca  woven  shroud,  in 

unbleached  wool,  with  brocaded  pattern. 
Colour.  Field  in  tan.  Panels  Nos.  1  &  2.  Large  and  small  felines  in  alternating  red  and  brown. 
Panel  No.  3.  Large  and  small  felines  in  alternating  brown  and  red. 
Borders  in  reds,  browns,  yellows.  Teeth  and  eyes  all  felines  in  white. 
Size.  Three  complete  panels  joined  together  each  panel  82  ins  high  by  1  8i  ins  in  width  selvedge 

to  selvedge  (2m08  x  46cms). 
Overall  size.  6  ft  10  ins  high  x  4  ft  1\  ins  wide  (2m08  x  1m32cms). 
Excellent  condition  and  complete. 

38  Jermyn  Street  St.  James's 

  London  S.W.I.    Telephone:  01-629  4195 


LESLIE  SMITH 


EXHIBITION  OF  FINE 
DUTCH  ROMANTIC  PAINTINGS 

International  Antiques  Fair  -  Earls  Court  London 

Exhibiting  at  Stand  Z1A 
7-18  June  1974 


Wouterus  Verschuur  1812-1874 


Signed 


33  x  48  inches 


^eslie  Smith 

The  Antique  Art  Gallery 

'.d.  Oudermulenlaan  6 
Vassenaar  (The  Hague) 
fhe  Netherlands 

telephone  01751-79075 

* 

iy  appointment  only 


It  is  always  difficult  to  find  suitable  space  for  an  important 
exhibition  abroad  but  because  of  the  interest  and  encourage- 
ment of  my  English  clients  I  have  decided  to  exhibit  at  the 
only  major  antique  fair  in  London  this  year.  I  hope  this  will 
afford  you  all  the  opportunity  you  have  been  asking  for,  to 
see  our  entire  collection. 

Leslie  Smith 


The  Antique  Art  Gallery" 


CZinezjtrt&P 
^Antigues 


M4a 


i  Look  for  the  Association  Members' Sign; 


Sponsored  by  The  British  Antique  Dealers  Association 
Information  &  Programme  from  B. A.D. A. 
20  Rutland  Gate  London  SW7  01-589  4128 


In  conjunction  \\  ithThe  Society  of  I  ,ondon  Art  I  )ealers 


N  •  BLOOM  &  SON  LTD 


191 1  uhai-ukS  IN  FINE  ANTIQUE  SILVER  •  JEWELLERY  ■  OBJETS  D'ART 
IJ5  NEW  BOND  STREET  LONDON  Wi   TELEPHONE  01-629  5<*° 
MEMBER  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


Charles  II  silver  gilt  circular  dish,  decorated  with  Acanthus  leaves  made  in  1683  by  Thomas  Issod  11  \"  -  23  ozs.  □  George  II  straight  sided  tapered  coffee 
pot  made  in  1730  by  Charles  Hatfield  %\"  -  23  ozs.  Arms  of  Chadborn  impaling  Brett.  □  George  II  pair  of  pear  shaped  tea  caddies  finely  decorated 
with  chased  fluting  and  applied  floral  swags  and  masks  made  by  Charles  Hillan  in  1739  -  16  ozs.  □  Queen  Anne  plain  kitchen  pepper  made  in  1714 
-  makers  mark  "CO."  (Jacksons  Page  166)  3^"  -  2  ozs.  □  George  III  silver  gilt  foxhead  snuff  box  made  in  1808  by  Phipps  and  Robinson  -  3  ozs. 


MANSOUR  GALLERY 

ANCIENT  ART 


A  rare  double  shell  ewer  with  delicate  openwork,  outer  shell.  Black  underglaze 
design  of  figures  on  turquoise  background  and  elaborate  arabesque  on  spout, 
handle  and  neck;  the  latter  bearing  Kufik  writing  inside  and  Neshki  inscription 
around  the  rim.  Islamic,  early  13th  century.  Kashan.  Height  11 J  inch.  (29.8  cm) 
cf.  Wilkinson:  plate  52.  Formerly  property  of  H.  Kevorkian  Foundation. 


46  Davies  Street,  Mayfair,  London  WiY  iLD 

Telephone  o  1  -49 1  7444    Telegram :  PERSCERAM,  LONDON 


Oil  on  panel 


ISAAK  SOREAU 
1604-  after  1638 


19  x  25J  ins. 


fOHN  MITCHELL  &  SON 


8  NEW  BOND  STREET 
LONDON  WiY  9PE 
Telephone:  01-493  75^7 
Cables:  Jonmit,  London 


USA  Editorial  and  Advertising 
The  Art  Quarterly 
5200  Woodward  Avenue 
Detroit,  Michigan  48202 


European  Agent 
(Advertising  and  Subscription)" 
Miss  Sylvia  Compton  Miller 
66  Eccleston  Square,  London  SW1 
834  6346  or  589  5284 


Lne  ART  Quarterfu 

PUBLISHED  BY  THE 
FOUNDERS  SOCIETY  DETROIT  INSTITUTE  OF  ARTS 
EDSEL  AND  ELEANOR  FORD  EDUCATION  AND 
COMMUNICATIONS  FUND  WITH  THE  ASSISTANCE  OF 
THE  NATIONAL  COLLECTION  OF  FINE  ARTS  SMITHSONIAN  INSTITUTION 

THE  SAMUEL  H.  KRESS  FOUNDATION 
THE  CLEVELAND  MUSEUM  OF  ART       McGREGOR  FUND 


THE  TOLEDO  MUSEUM  OF  ART 

The  Brooklyn  Museum 

Museum  of  Art,  Carnegie  Institute 

Cincinnati  Art  Museum 

The  Columbus  Gallery  of  Fine  Arts 

The  Corning  Museum  of  Glass 

The  Dayton  Art  Institute 

Fogg  Art  Museum 

Fort  Worth  Art  Center  Museum 

The  Frick  Collection 

The  Solomon  R.  Guggenheim  Museum 

Honolulu  Academy  of  Arts 

The  Museum  of  Fine  Arts,  Houston 

Indianapolis  Museum  of  Art 

The  Minneapolis  Institute  of  Arts 

The  Pierpont  Morgan  Library 

National  Gallery  of  Art 


THE  UNIVERSITY  OF  MICHIGAN 

The  Newark  Museum 

Department  of  Art,  University  of  North 

Carolina,  Chapel  Hill 
Art  Gallery  of  Ontario 
Royal  Ontario  Museum 
The  Portland  Art  Museum 
Museum  of  Art,  Rhode  Island  School  of 

Design 
The  St.  Louis  Art  Museum 
The  Fine  Arts  Museum  of  San  Francisco 
Smith  College  Museum  of  Art 
The  Virginia  Museum  of  Fine  Arts 
Wadsworth  Atheneum 
Whitney  Museum  of  American  Art 
Colonial  Williamsburg 
Yale  University  Art  Gallery 


SPECIAL  ENGLISH  LANDSCAPE  EDITION 

Articles 

Gardening,  Poetry  and  Pope  .  .  by  John  Dixon  Hunt 
The  Bridges  in  the  Middle  Distance:  Symbolic  Elements  in 

Romantic  Landscape   by  Adele  M.  Holcomb 

Turner  and  Stourhead:  The  Making  of  a  Classicist  ?  .  .  . 
 by  John  Gage 


$24  Annually 
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Mappin  &  Webb 


By  appointment  to  H  At  The  Qi 
Silversmiths,  Mappin  &  Webb  Ltd 
10€  Hegent  Street.  London,  W  1. 


170  Regent  Street,  W.l 
2  Queen  Victoria  Street,  E.C.4 
65  Brompton  Road,  S.W.3.  Knightsbridge 
Birmingham,  Bradford,  Bristol,  Carlisle,  Chester,  Edinburgh,  Glasgow,  Kilmarnock,  Liverpool,  Sheffield.  Paris,  Johannesburg  and  Tokyo. 


OUTSTANDING 
ESTATE  AUCTION 

THURSDAY  AND  FRIDAY 
AUGUST  8th  and  9th  at  10 :30  a.m. 

Antiques  and  Furnishings  from  the  estate  of  the  late 

D.  T.  Watson  of  Pittsburgh 
To  be  sold  for  the  benefit 

of  the  D.  T.  Watson  Home  for  Crippled  Children 
Together  with  important  additions  from 
The  estate  of  the  late  Byron  Miller  of  Falmouth  Forcside,  Mai 
and  others 


ne. 


"The  Black  Peacock" 


166  carats 


"Le  Palurage"  Jean  Bapliste  Camille  Coiot 


Robaut  #2297 


•  Eighteenth-century  French  and  English  Furniture  •  Important  Paintings  by  Corot,  Rodin, 
Sebastiano  Conca,  Henri-Joseph  Harpignies,  and  other  17th-,  ISth-,  and  19th-century 
masters  •  Several  highly  important  pieces  of  Tiffany  including  the  rare  Mosaic  and  Turtle- 
back  Lamp  with  Peony  shade  •  Clocks  •  Art  Nouveau  •  Bronzes  •  Jewelry  highlighted  by 
"The  Black  Peacock",  one  of  America's  greatest  gem  stones,  in  an  Art  Nouveau  setting  by 
Cartier.  This  fire  opal  gem  weighs  166  carats.  •  A  collection  of  17th-century  Delft  includ- 
ing covered  jars,  figures,  vases,  tiles,  and  other  forms  in  both  blue  and  white  and  poly- 
chrome. •  Faberge  •  Russian  enamel  and  highly  important  Russian  silver  •  Oriental  rugs 
of  great  quality  in  both  room  and  scatter  sizes. 


on  the  premises  of  ROBERT  C.  ELDRED  COMINC.K™™^ 

Box  796C,  East  Dennis,  Massachusetts  02641  Telephone  (617)  385-3116 


on  the  premises  of  ROBERT  C.  ELDRED  CO.,  INC.™**™™ 

Box  796C,  East  Dennis,  Massachusetts  02641  Telephone  (617)  385-31 16 


JAPANESE  PRINTS 
(UKIYO-E) 

At  Unreserved  Public  Auction 

TUESDAY,  AUGUST  20th  at  10:30  a.m. 

From  the  collection  of  the  late  Bertha  Jaques  of  Chicago 
and  others 


THE  53  STATIONS  OF 
THE  TOKAIDO  ROAD  BY  HIROSHIGE 
First  Impressions  —  Complete  —  Tine  Condition 


BOOKS  -  SURIMONO 
PILLAR  PRINTS 
NAGASAKI  PRINTS  ■SKETCHES 

by 

UTAMARO 
HOKUSAI 
SUKENOBU 

EISLN 
KIYONAGA 
MASAYOSHI 
KUNISADA 

EIZAN 
TOYOKUNI 
AND  OTHERS 


#46    While  Rain  at  Shono 


7/ 


#16    Snowy  Evening  at  Kambara 


ON  VIEW  FROM  AUGUST  15 

Copiously  Illustrated  Catalog,  $3.  (By  mail,  $6.) 
A  jew  Priced  copies  of  our  1973  Ukiyo-e  Catalog  still  available  at 


ON  THE  PREMISES  OF 


ROBERT  C.  ELDRED  CO.,  INC. 

Box  796C,  East  Dennis,  Massachusetts  0264 1  Telephone  (617)  385-3116 


ESTATE  AUCTIONEERS 


AUCTION  OF 


4 


Superb  animal,  flower  and  fruit  subjects, 
and  a  large  number  of  enchanting  Japanese  legends. 
Signed  Tomotada,  Sosui,  Ichiro,  Masanao,  Hojitsu,  Miwa, 
Masatomo,  Noroshige,  Hidemasa,  Gyokko,  Shomin, 
Mitsuhiro,  Masatami,  Mitsutoshi,  Ryuzan,  Ikkosai,  Shinzan, 
Yoshiyuki,  Seigyuki,  etc. 

Catalog  with  over  350  nelsuke  illustrated  in  full  size,  $5.  ( By  mail,  $6.) 


ON  THE  PREMISES  OF  ROBERT  C.  ELDRED  CO.,  INOATEA—S 

Box  796C,  East  Dennis,  Massachusetts  02641  Telephone  (617)  385-3116 


IMPORTANT  ORIENTAL  ART 
at  PUBLIC  AUCTION 

THURSDAY,  FRIDAY,  SATURDAY 
AUGUST  22,  23,  24 
at  10:30  a.m.  each  day 

Drawn  from  various  estates  and  collections 
and  sold  by  order  of  the  Trustees,  legatees,  executors,  and  owners 

Featuring  superb  examples  from  the  collections  of: 
The  late  D.  T.  Watson  of  Pittsburgh,  Pennsylvania. 
Denis  de  Rougement  of  "Schloss  Lowenberg",  Bern,  Switzerland 

Early  Tibetan  Ritual  objects  and  Idols  from  the  private  collection  of 
Mr.  Ratna  Mau  Sakya  of  Patan,  Nepal 

ON  VIEW  FROM  AUGUST  1 5  —  RESERVED  SEATING  AVAILABLE 


on  the  premises  of  ROBERT  C.  ELDRED  CO.,  INC.™™* 

Box  796C,  East  Dennis,  Massachusetts  02641  Telephone  (617)  385-3116 


JADE 

DYNASTIC  POTTERY  AND  PORCELAIN 

SCROLLS 

BRONZES 

SCREENS 

THE  FAN  PAINTING  COLLECTION 

OF  THE  LATE  PEARL  S.  BUCK 
ORIENTAL  RUGS 
FABRICS 
JEWELRY 
FURNITURE 

SOUTH  EAST  ASIAN  CERAMICS 
AND  WOOD  CARVINGS 


Large  co piously  illustrated  Catalog,  $8.  ( By  mail,  $1 0.) 

Priced  copies  of  our  1969, 1970, 1971,  and  1972 
Oriental  Sale  Catalogs  available  at  $6.  each 


EVENING  SESSIONS 

will  feature 
•  Important  Reference  Books  on  Oriental  Art 

•  Southeast  Asian  Ceramics,  Sculpture,  Furniture  and  Artifacts 


•  The  Henry  Muell  Collection  of  over  375  Snuff  Bottles 
( Sold  from  a  se  par  ate  catalog,  $3.  (By  mail,  $6) 
To  be  sold  for  the  benefit  of  the  Zoological  Society  of  Florida 


w  n 

on  the  ««.  of  ROBERT  C.  ELDRED  CO.,  INC.  *™  ™«« 

Box  796C,  East  Dennis,  Massachusetts  02641  Telephone  (617)  385-31 16 


What  is  it? 


v  i 

J 


■ ''}'  V*  5|* 1 


4-  . 


Come  and  find  out* 


EarIs  Court  LoncIon 
7-18  June 1974 

17  DaImeny  Cour^ 
Duke  Street  St  James's,  LoncIon  SWl 
TeL  950  4785  CaMes:  ANT10UFAIR 


Paintings      •      Objects  of  Art 


"DOWN  PICCADILLY", 
(exhibited  at  Royal  Academy). 

Signed:  lower  left;  MARIA  BROOKS, 
(also  known  as  Mathilda  Brooks). 

Born,  England  1837  -  Died,  New  York  City  1913.  Canvas  size  -         x  37^"- 

Member  Royal  Academy.  Overall  with  frame  -  64.^"  x  51  J". 


75  North  Park  Avenue 
Rockville  Centre,  N.  Y.  11570 
Tel:  (516)  536-6272 


PHILLIPS  of  HITCHIN 

(ANTIQUES)  LTD.  r~\ 


Telephone  Hitchin  2067  (^fj       .1        /  /  • 

std  0462  2067  cslertjordshi 


re 


Cables 
Phillips  Hitchin 


Members  of  the  British  Antique  Dealers' 
Association 


A  set  of  four  walnut  chairs  with  burr  veneers,  circa  1 7J 
the  seats  covered  in  period  needleu>ork  showing  a  h 
and  gentleman  against  a  pastoral  background.  These 
almost  identical  to  a  chair  illustrated  in  R.  W.  Symona 
"Masterpieces  of  English  Furniture  and  Clocks" ,  fig. 

From  our  collection  of  17th  and  18th  century  Engl 
furniture  displayed  in  the  18  period  rooms  of  a  Georgi 
manor  house  only  30  miles  from  London.  One  hour 
car  by  the  Ai  or  about  40  minutes  by  train  from  Kin 
Cross.  Trains  met  by  arrangement. 


We  are  holding  a  special  exhibition  of 
English  furniture  from  1st  -  29th  June  as 
part  of  the  BADA  Fine  Art  and 
Antiques  Festival  '74. 
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THE  4th  COLLECTION  OF 
PRATT  &  CAULDON  PRINTS 

LIMITED  TO  150  EACH 


The  Eagle-Owl  &  Merlin  The  Heron 

Price  £60  the  Pair 


These  two  very  rare  prints,  only  one  of  each  is  known  to  be  in  existence,  have  been 
commissioned  by  Thomas  Clarkson  &  Son  Ltd.  from  Coalport  China,  owners  of  the 
original  engravings  which  were  made  some  120  years  ago. 

They  are  hand  printed  under  the  glaze,  and  form  part  of  the  only  comprehensive 
collection  on  bone  china  in  the  world,  the  originals  all  being  on  earthenware. 

The  same  skills  are  being  used  in  their  production  as  were  used  over  a  century  ago, 
despite  the  fact  that  these  methods  of  underglaze  printing  have  long  been  discontinued. 

Pot  Lids  and  Pratt  Ware 

Also  available  are  a  few  of  the  1st  Collection  of  six  rare  pot  lids  and  the  3rd  Collection  of 
some  Pratt  ware  and  three  more  pot  lids,  all  strictly  limited  to  quantities  in  keeping  with 
the  rarity  of  the  early  pieces. 

If  you  are  interested  in  becoming  the  owner  of  one  or  more  of  these  limited  editions  we 
shall  be  pleased  to  send  you  fuller  details  together  with  colour  photographs  and  an  order 
form.  Please  say  which  of  the  sets  in  which  you  are  interested  and  write  tor- 
Limited  Editions  Department, 

THOMAS  CLARKSON  &  SON  LTD., 
Snow  Hill,  Wolverhampton,  Staffordshire  WV2  4AB 

Established  1842  in  Staffordshire,  where  the  finest  English  Porcelain  is  made. 
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ARTISTS  IN  EUROPE 
1830-1960 


EDUARD  GRUTZNER 
Signed  and  dated  '94 
Panel:  81  \  6|  ins.  (22  x  16  cms.) 
Framed  :  12x9!  ins.  (30  x  23  cms.) 


i 

i 

L 

1 

MAX  GAISSER  (signed) 
Panel :  6x81  ins.  (15x21  cms.) 
Framed:  8J  x  10J  ins.  (22  x  27  cms.) 


ANTON  LAUPHEIMER  (signed) 
Panel :  7  x  5i  ins.  ( 1 8  x  13  cms. ) 
Framed  :  II  x  91  ins.  (28  x  23  cms.) 


These  pictures  and  those  on  the  following  two  pages  are  included  in 

our  exhibition  which  opens  on  5th  until  21st  June 
Monday  to  Friday  10  am  to  5.30  pin       Saturday  by  appointment 
A  fully  illustrated  catalogue  is  available  on  request. 


187O-I974 


M.  NEWMAN  LTD. 


Members  of  the  British  Antique  Dealers'  Association  Ltd. 
and  The  Society  of  London  Art  Dealers 


43a  DUKE  STREET,  ST.  JAMES'S  &  1/5  RYDER  STREET,  LONDON,  SWi 

Telephone:  01-930  6068/9  Telegraphic  address:  NEWPIC,  LONDON,  SWi 


ARTISTS  IN  EUROPE 
1830-1960 


La  table.  Lc  the  a  Gerbcroy 

HENRI  LE  SIDANER 

Signed.  Painted  in  1918. 
Canvas:  28 J  x  233  ins.  (73  x  60  cms.) 
Framed:  34J  x  292  ins.  (88  x  76  cms.) 

T 870-1974 

M.  NEWMAN  LTD. 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 
and  The  Society  of  London  Art  Dealers 

43a  DUKE  STREET,  ST.  JAMES'S  1/5  RYDER  STREET,  LONDON,  SWi 

Telephone:  01-930  6068/9  Telegraphic  address:  NEWPIC,  LONDON,  SWi 


1 870-1974 

M.  NEWMAN  LTD. 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 
and  The  Society  of  London  Art  Dealers 

43a  DUKE  STREET,  ST.  JAMES'S  1/5  RYDER  STREET,  LONDON,  SWi 

Telephone:  01-930  6068/9  Telegraphic  address:  NEWP1C,  LONDON,  SWi 


The  Sanctuary,  Westminster 
PAOLA  SALA 
Signed  and  inscribed 
Canvas:  21 J  x  29 J  ins.  (55  x  75  cms.) 
Framed:  27  x  35  ins.  (69  x  89  cms.) 


ARTISTS  IN  EUROPE 
1830-1960 


DEVENISH 

&  COMPANY  INC. 

929  MADISON  AVENUE.  NEW  YORK  NY  10021 
LEHIGH  5-2888 


We  have  in  our  stock  some  of  the  finest 
quality  and  rarest  piece  of  eighteenth  century 
furniture  on  the  international  market  today. 


A  magnificent  and  extremely  rare  Regency  Writing  table  in  calamander  wood,  enriched  with  finely 
carved  giltwood  and  gilded  bronze  mounts.  Attributed  to  "Marsh  &  Tatham";  slightly  similar  in  des 
but  comparable  in  quality  to  the  table  in  the  collection  of  Her  late  Majesty  Queen  Mary,  Marlborou 
House.  (Illustrated  in  "The  Dictionary  of  English  Furniture"  by  Ralph  Edwards  vol.  Ill  p.  270  fig.  1£ 
Also  in  "English  Furniture  by  Brackett  p.  258.)     ENGLISH  CIRCA  1806. 
Measurements:  Height  29  Width  42"  Depth  25i". 


MEMBER:  ART  AND  ANTIQUE  DEALERS  LEAGUE  OF  AMERICA  INC. 


BRIAN  KOETSER 
GALLERY 

38  Duke  Street,  St.  James's, 
London  S.W.i. 
01-930  6309 


EXHIBITION 
of 

DUTCH  AND  FLEMISH 
PAINTINGS 


William  Van  Mieries 
Querin  Brekelenkamp 
Aert  Van  De  Neer 
Jan  Brueghel  II 
Jan  Van  Kessel  III 
Isaac  Van  Oosten 
Jan  Porcellis 
Peter  Wouwerman 


Floris  Van  Shooten 
Thomas  Wyck 
Casper  Netscher 
Peter  Neefs 
Peter  Monomy 
Jan  De  Bray 
Abraham  Bloemaert 
Ludolf  Backhuysen 


Monday-Friday  10.0-5.30     Saturday  10.0-1.0 


Johann-Baptist  Halszcl  1712-1777 
33I  x  zq\  in. 
85  x  69  cm. 


BRIAN  KOETSER  GALLERY 


Thomas  Wyck.  1 616-1677 
Signed  T.  Wyck 
Interior  of  Kitchen 
io£  x  15^  in.     49  x  38.5  cm 


38  Duke  Street,  St.  James's,  London  S.W.i   Tel:  930  6309 


JOSEPH  &  EARLE  D.  VANDEKAR 

Members  of  B.A.D.A.  and  C.I.N.O.A. 

One  of  the  largest  selections  of  antique  Oriental,  Continental  and 
English  Porcelains,  Faience  and  Glass  to  he  found  in  Europe 


Pair  of  Figures  of  Sportsman 
and  companion  and  Pair  of 
standing  Cockerel  and  sitting 
Hen  in  English  Pottery. 


138  BROMPTON  ROAD,  LONDON,  SW3  iHY    Telephone  or-589  8481  &:  589  3398 


An  exceptional  18th  century  English  Axminster 
Carpet  in  fresh  pastel  colours  on  a  beige  ground. 
In  perfect  condition. 
Size:  21 '4"  x  15'4"  (6.50m  x  4.70m) 


tffiyA  S3.. 
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Your  American  Manufacturer  of 
Historical  Restoration  Fabrics,  Wallpapers,  Carpets 

and  Trimmings 


#6012 

"The  Victory  of  Washing- 
ton and  the  Apotheosis  of 
Benjamin  Franklin",  33 
inches  wide,  Toile,  100% 
cotton,  331/2  inch  repeat, 
1  screen  hand  printed. 
Printed  on  unglazed 
chintz.  Documentary  de- 
sign. Used  in  the  West 
Sitting  Room  of  The 
White  House  during  the 
Truman  Administration. 


#96033-1 

"Limoge",  5OV2  inches 
wide,  Brocade,  1 00%  silk, 
171/4  inch  repeat,  (Hand 
woven  in  Italy).  Louis  XV 
design  showing  the  small 
floral  bouquets  and  asym- 
metrical ribbon  motif 
made  popular  by  Madame 
du  Barry. 


******* 


#1301 

"XVII  Century  French 
Damask",  50  inches 
wide,  100%  silk,  I8V2 
inch  repeat.  This  design 
shows  the  late  Renais- 
sance Italian  influence  on 
late  17th  Century  and 
early  18th  Century  French 
designs.  This  was  used 
for  the  downstairs  parlor 
in  Kenmore  in  Fredericks- 
burg, Va.,  in  100%  silk. 


t  UJL  l  JMjjJjjJ.  1  XJ.JJJ3JJJ. 


#1384 

"Adam  Damask",  50 
inches  wide,  100%  silk, 
18  inch  repeat.  This  fab- 
ric was  used  in  the  Green 
Room  of  The  White  House. 
It  was  also  used  for  Wall- 
covering  in  the  Blair 
House  and,  was  used  in 
the  Thomas  Jefferson 
Bedroom  for  draperies 
and  bedcovering  at  Mon- 
ticello. 


SHOWROOMS: 
977  Third  Avenue,  New  York,  N.Y.  10022 

ATLANTA  •  BOSTON  •  CHICAGO  •  DALLAS  •  LOS  ANGELES  •  NEW  YORK  •  PHILADELPHIA 


SAN  FRANCISCO 


TO  THE  TRADE  ONLY 
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Max  Webber 


I NCORPORATED 


ESTABLISHED 
1918 


ANTIQUES 

EAST  STREET 
MIDDLETON,  MASSACHUSETTS  01949 


TELEPHONE 
617-774  1785 


r  r  r  r 


r  r  r  r 


An  extremely  rare  and  fine  Sheraton  satinwood  breakfronted  bookcase  of  good  proportions  with  original  colour  and 
patination.  English  —  last  quarter  oj  the  Eighteenth  Century.  Width  59"  Height  So"  Depth  20" 


At  present  we  have  several  important  pieces  of  English  Period  furniture  carefully  chosen  and  we  look  forward  to  your  inquiry. 


S.  MARCHANT  and  Son 

CHINESE  and  JAPANESE  Works  of  Art 


A  rare  Chinese  porcelain  Ming  blue-glazed  jar,  decorated  in  carved  white  slip 

with  vine  and  butterflies. 
6"  high.  Chia  Ching. 
*  A  similar  piece  is  illustrated  by  W.  B.  Honey  in  "The  Ceramic  Art  of  China 
and  Other  Countries  of  The  Far  East".  Plate  107(a). 


120  KENSINGTON  CHURCH  STREET,  LONDON,  W84BH 

CABLES:  MARCHANSON  LONDON  W8    TEL:  01-229  5319 
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EXHIBITION 

of 

EARLY  EUROPEAN  PORCELAIN 

for 

TEA 

1720-1775 


OPENING  JUNE  3rd, 
10  a.m.  —  JUNE  15th  1974 

ALL  EXHIBITS  FOR  SALE 


LUNDS  BRISTOL/WORCESTER.  Famille-verle  colours, 
c.  1750-52. 


MEISSEN.  Probably  painted  by  J.  G.  •CZn*.  J.  tfA 
Herold,  K.P.M.  mark.      c.  1723-24.        ^.  lfcZ''„r 


HOFF  ANTIQUES  LTD. 

66a  KENSINGTON  CHURCH  STREET, 
LONDON  W8  4BY.      Telephone:  01-229  5516 


(JktKM 


FROM  OUR  COLLECTION  OF  RUSSIAN  ICONS  AND  WORKS  OF  ART 


A  Russian  brass  folding  icon  of  The  Deisis.  The  Mother  of  God  and  St.  John  the  Baptist  arc  shown  interceding 
for  Mankind  before  the  Throne  of  Christ.  With  blue  enamel  background.  Six  inches  by  seventeen  inches. 
1 8  tfe  Century. 

Catalogue  available  on  request 

Note  our  new  address 


406  Linden  Avenue 
Wilmette,  Illinois  60091 
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Rare  17lh  century  North-West  Persian  garden  carpet  (quarter  section) 
10ft  4in  x  7ft  1  in. 


Exhibition  of  Tapestries  and 
Wall-hangings  until  30th  June  1974 


A  George  I  Bureau-Bookcase,  decorated  in  black  and  gold  lacquer  of  Oriental  w  orkmanship.  Circa  1720. 


S.  ARBES 


COMPANY 


701  Sansome  Street.  San  Francisco,  at  Jackson  Square 


WILLIAM  WALTER  ANTIQUES  LIMITED 

LONDON  SILVER  VAULTS    •    CHANCERY  LANE    •    LONDON    •    WC2A  1QS 

Telephone:  01-242  3248-9 

Telegrams:  Walter  Strongrooms  London  WC2A1QS 


ie  four  piece  Antique  Silver  Tea  and  Coffee  Set  with  Heater  Stand  of  very  similar  design  from  our  collection  of  Georgian  Silver 

Tea  Set  date  1830-34.  Made  by  Jonathan  Hayne  of  London.  Weight :  73J  ozs. 

Heater  Stand  date  1827.  Made  by  Rebecca  Ernes  and  Edward  Barnard  of  London. 

Weight :  17i  ozs. 


RICHARD  COURTNEY 

112-114  FULHAM  ROAD 
LONDON,  S.W.3 
telephone:  or-370  4020 

^///em/e-l  o/^/^e  ,^$u/t>$/i  S^n/^ue  ^0ea/el4  S^doctci&eti 


A  hne  Sheraton  mahogany  semi-circular  commode  of  most 
attractive  colour  and  original  throughout.  Circa  1785. 
Width  42",  depth  at  centre  21",  height  32". 


An  extremely  fine  and  unusual  George  I — 1 1  mahogany  and  elm 

feather-banded  bureau-cabinet;  retaining  the  original 
mirrored  doors  and  brasswork;  superbly  fitted  bureau  interior; 
London,  Circa  1725-30. 
Max.  height  98";  width  38";  depth  22". 


A  handsome  Regency  rosewood  centre  writing  table  of  excellent 
colour  and  patination;  w  ith  original  brass  mounts.  Circa  1815. 

Length  4*",  depth  27",  height  28". 


RICHARD  COURTNEY 

1 1 2-1 14  FULHAM  ROAD 
LONDON,  S.W.3 
telephone:  01-3704020 


A  pair  of  George  1st  period  walnut  stools  with  veneered  rails  in  fine  condition. 
London,  Circa  1720. 


An  interesting  Regency  mahogany  extending  dining  table  which  reduces 
into  a  console  table  when  the  leaves  are  removed.  It  bears  the  maker's  brass 
plaque;  "Charles  Steward,  St.  Martin's  Lane,  London",  and  he  is  recorded  in 
Heal's  Book  as  active  in  1817.  Length  122",  width  48",  height  29". 


An  unusually  small  Sheraton  mahogany  and  satinwood 
banded  sofa  table  of  high  quality  and  good  colour. 
Circa  1785.  Length  48",  width  25",  height  28". 


A  delightful  and  rare  small  Chippendale  mahogany  jardiniere 
with  marquetry  inlay  to  exactly  match  the  "blind  fret"  carving 
on  the  legs;  original  handles.  Circa  1765. 


The 
quality 

LONG  CASE 
CLOCK 
-now  at 
Brufords 


A  limited  number  of  these  LONG  CASE  CLOCKS  are 
now  available  through  Brufords  of  Eastbourne  and 
Exeter. 

Designed  and  made  by  F.  C.  Eccles  -  descendant  of 
a  renowned  British  family  of  clockmakers  since  1720 
-their  qualities  of  longevity  and  timekeeping  are 
quite  outstanding.  The  cases  are  of  the  finest  English 
walnut  or  Spanish  mahogany-seasoned  for  more 
than  20  years -and  are  specially  designed  to  with- 
stand central  heating.  The  weight-driven  clock 
movements  are  made  from  the  very  best  metals - 
superior  even  to  those  used  when  this  movement  was 
first  designed  nearly  100  years  ago. 

height :  6' 
width :  1'  5" 
depth:  10" 
from  £850 


Brufords 

EASTBOURNE    S  EXETER 


60-62  Terminus  Road,  Eastbourns 

Telephone  (0323)  25452 

1  Bedford  Street,  Exeter 

Telephone  (0392)  54901 


Ml 


An  exceptional  antique  silver 
George  II  cast,  flat  dished  Epergne, 
by  Magdalene  Feline,  London,  1748. 
All  parts  are  fully  marked  with  the 
hallmarks  being  of  mint  condition. 

Height  to  curved  handles  -14" 
Extreme  width  24" 
Weight  -200  troy  ozs. 


hiBruton  Street 


Algernon  Asprey 


27  BRITON  STREET.  LONDON  \\  IX  MIA 
TELEPHONE  01-629  2608 
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N.  R.  OMELL 

18th  &  19th  CENTURY  PAINTINGS 


CORNELIA  W.  CONANT 
(American  School) 
177  Washington  Street 
Brooklyn 


The  Forgotten  Toast 


On  Canvas:  33£  x43£  inches 
Signed 

Exhibited  at  the  Woman's 
Art  Club  of  New  York  and 
the  Woman's  Art  Club  of 
Brooklyn 


6  DUKE  STREET,  ST.  JAMES'S,  LONDON,  S.W.i.,  01-839  6223/4 
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BROD  GALLERY 


Coromandel  Screen 
superb  quality  and  condition 
both  sides 
circa  1845 

Chinese  Display  Cabinet 
3  sections,  free  standing 
circa  1880 

68"  x  I6V2"  x  55"  tall 

Chinese  Lounge  Chair 
Hung  Mu  and  marble 
circa  1845 

27"x60"x33'/2"  tall 

Chinese  Multicolor  Garden  Seats 
one  of  a  pair 
circa  1850 


MANDARIN 
ANTIQUES 

812  West  Pine  Street,  Farmville,  N.C.  27828 
Tel.  919-753-3324 

Daily:  9:30-5:30  •  Sunday:  By  Appointment 


Wholesale 
&  Retail 


ARTCO 
MASTER 
REPLICAS 

ENGRAVINGS  &  ETCHINGS 

AN  UNUSUAL  COLLECTION 
OF 

REMBRANDT, 
DURER,  GOYA, 
WHISTLER, 

PICASSO,  OTHERS 


, :  -  i  3 


Whistler 


An  illustrated  catalogue  sent 
on  request. 

ARTCO  MASTER  PRINTS 
BOX  32 

PALOS  HEIGHTS,  ILL.  U.S.A. 
60463 


Durer 


Rembrandt 


Artco  introduces  an  exceptional  collection  of  line  for  line  etched  and  engraved  copies  of  the 
masters.  Most  plates  cut  by  professional  engravers  contemporary  to  the  masters,  others  later. 
All  prints  printed  on  laid  papers.  One  cannot  distinguish  these  pieces  from  originals.  In  fact, 
through  the  centuries  some  dealers  sold  them  as  originals.  Today  major  museums  purchase  them 
for  permanent  study  collections.  Priced  well  in  a  range  for  everyone.  These  are  actual  prints  - 
not  photo  mechanical  reproductions. 
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D.  M.  fcr  P 


MANHEIM 


 (§n&  rrt^/Zi  _____ 

Peter  Manheim 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 


BOW  PORCELAIN  CIRCA  1765. 
Pair  of  extremely  rare  figures  with  baskets. 
larked  with  red  Anchor  &  Dagger,  &  a  blue  Dagger. 
9"  &  8|"  high. 


EXHIBITION  JUNE  5th  -  21st  1974 

"ENGLISH  PORCELAIN,  POTTERY,  ENAMELS 

1650  -  1830" 
at  69  Upper  Berkeley  Street,  W.1 . 
Mondays  -  Fridays  10.30  -  5.30 

Sponsored  by  the  British  Antique  Dealers'  Association's  Fine  Art  &  Antiques  Festival  74. 


ALL  EXHIBITS  FOR  SALE 


RECENT  ACQUISITIONS 


CABLES/ 
TELEGRAMS: 
VIVANTIQUE 
LONDON  W1. 


69  UPPER  BERKELEY  STREET 
PORTMAN  SQUARE 
LONDON,  W1H  7DH. 


TEL:  01-723  6595 


HARTNOLL  &  EYRE  LTD 

39  Duke  Street,  St.  James's,  London,  SWiY  6DF 
Telephone: 01-930  9308 


Eugene  Delacroix 
1798-1863 


Homme  nu  etendu  devant  Tentree  d'une  grotte 
Oil  on  canvas:  11  x  19f  in. 
Painted  c.  1826-1827 


The  stretcher  bears  the  mark  of  Haro,  Delacroix's  dealer. 

The  picture  was  exhibited  in 
the  Bordeaux  Exhibition  of  1963, 
'Delacroix,  ses  maitres,  ses  amis, 
ses  eleves'.  Catalogue  no.  11,  plate  18. 
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WALNUT  CASSONE  ITALIAN  LATE  16th  CENTURY 
Length  69  inches 


*LY  FURNITURE 

AL  AND  EUROPEAN 

ORKS  OF  ART 


TELEPHONE:  01-499  2858 
CABLES:  BARGRO  LONDON  W1 


112  MOUNT  STREET  LONDON  W1Y5HE 


The  American  West 


HENRY  FARNY,  Indians  on  Plains,  gouache,  20  x  30  inches 


Paintings,  drawings  and  watercolors  by 
BERNINGHAUS,  BIERSTADT,  FARNY, 
F.  T.  JOHNSON,  A.  J.  MILLER,  REMINGTON,  RUSSELL, 
SCHREYVOGEL,  SELTZER  and  others. 

June  6— July  12 

Kennedy  Quarterly,  "The  American  West,"  available,  $3 

Kennedy  Galleries 

Our  100th  Year:  Founded  1874  by  H.  Wunderlich 
20  E.  56  St.,  N.Y.  10022,  (212)  758-3850,  Telex  14-8381 

Summer  Hours:  open  Monday-Friday 
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One  of 
a  pair  of 
Pocket  Pistols 
by  Le  Page; 
61  ins.  Early 
19th  century. 


HOWARD 
RICKETTS 

LIMITED 

Specialists  in  Arms 
and  Works  of  Art 


1 80  New  Bond  Street 
London  W1Y9PD 
Telephone:  01-409  1971 


Gothic  Belt  Hook  for  a  sword; 
6  ins.  15th  century. 
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JULIUS  BOHLER 

OLD  MASTER  PAINTINGS 
SCULPTURE  WORKS  OF  ART 


MUNICH 

Briennerstr.  25 

TELEPHONE:  MUNICH  (089)  555229 
TEL.  ADDRESS:  PAINTINGS 


18  ir  mingfjam  &tlber,  3nc. 

Is  happy  to  announce  the  opening  of  a 
new  showroom  in  New  York  City 

362  FIFTH  AVE.  N.Y,  N.Y.  10001  (212)  947-3694-5 

UNDER  THE  SALES  DIRECTION  OF  MR.  A.  C.  HIRSCH 

Complete  line  of  fine  Sheffield  Reproductions  to  the  Trade 


7  Pc.  Tea  &  Coffee  set,  large  capacity.  Silver  plate 
on  copper  with  sterling  silver  borders,  hartd-chased. 
Including  30"  tray,  oval  or  oblong.  All  open  pieces 
are  gold-lined. 


Square  5  branch  Candelabra  with 
removable  arms  and  bobeches, 
and  applied  Rococo  borders. 
Height  19".  Heavily  silver  plated 
on  copper.  Plating  guaranteed  to 
wear  for  approx.  10  yrs. 


BIRMINGHAM  SILVER  INC. 


Punch  Bowl  Unit  -  including  4  gallon  punch 
bowl,  2 1 "  tray,  1 2  footed  cups,  matching  ladle. 
All  with  hand-applied  Chippendale  borders. 
Heavily  silver  plated.  Plating  guaranteed  for 
approximately  10  years. 

125  GROVE  STREET,  YALESVILLE 
CONN.,  06422  (203)  269-1471 
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A.  Fredericks  &  Son  Ltd. 

EIGHTEENTH  CENTURY  ENGLISH  FURNITURE 
265-267  FULHAM  ROAD,  LONDON  S.W.3.    Tel:  01-352  2188 


Paul  Helleu  19  x  23  inches,  coloured  chalks 
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By  Appointment 
i  H.M.  Qi«<n  EKtabtlh  11 


By  Appointment 
In  the  hit  Q««l  .Won 


ESTABLISHED  1865 


A  gold  table  clock  enamelled  opalescent  peach  painted 
with  simulated  moss-agate  motifs  over  a  guilloche  field. 
The  diamond  numerals  set  against  concentric  circles  of 
white  enamel.  Fully  signed  and  bearing  the  initials  of  the 
Chief  Workmaster,  Henrik  Wigstrom.  3!  inches  square. 


138  REGENT  STREET,  LONDON,  W.l  telephone:  7342038/2794 


PARTRIDGE 


(FINE  ARTS)  LTD. 

144-146  New  Bond  Street 
London  WiY  oLY 


One  of  an  Important  Pair  of  Mid  Georgian  Mahogany  Serpentine 
Commodes  in  the  Manner  of  Thomas  Chippendale.  One  with  cupboard 
doors,  the  other  with  two  short  and  one  long  drawer. 

Literature:  The  commode  with  the  drawers  is  illustrated  and  discussed  in 
The  Dictionary  of  English  Furniture  (Revised  Edition  Vol  2,  page  113,  fig.  7). 
Illustrated  by  Ralph  Edwards  and  Margaret  Jourdain  in  Georgian  Cabinet 
Makers  fig.  101  and  are  based  on  the  drawing  in  Chippendale's  The 
Gentleman  and  Cabinet  Makers  Director  1st  Edition  1754,  plate  XLIII. 

j  ft.  5I  in.  wide  2  ft.  jj  in.  deep  2ft.  i\  in.  high 


SUMMER  EXHIBITION 


18th  CENTURY  ENGLISH  AND  FRENCH 
FURNITURE  AND  WORKS  OF  ART 

JUNE  4th-28th,  1974 
Monday  to  Friday  10-5.30 


A  Louis  XV  Black  Lacquer  Bureau  Plat  with  a  cartonnier,  attributed  to 
Dubois,  M.E.  (1693-1763). 

4  ft.  gl  in.  wide  2  ft.  6\  in.  deep  2  ft.  j\  in.  high 

Provenance :  Octave  Hombcrg  Collection.  Madame  Henry  Farinan  Collection. 


MONDAY-FRIDAY  9.30-5.30 


VOJTECH  BLAU 

RUGS    AND  TAPESTRIES 

MEMBER    OF    THE    ART    AND    ANTIQUES    DEALERS    LEAGUE    OF    AMERICA,  INC. 

980  MADISON  AVENUE  NEW  YORK  CITY  10021  FIFTH  FLOOR  OF  THE  PARKE-BERNET  BUILDING 

PHONE  (212)  249-4525 


Portuguese  East  Indies  linen  coverlet  embroidered 
in  colored  silks  and  gold  and  silver  metallic  thread. 
Early  eighteenth  century.  6'  10"  x  9'  6" 


Specializing  in  Antique  and  Semi-Antique  Oriental  and  European  Room  Size  and  Palace  Size  Carpets 


John  Keil  154  BromptonRoad,  London  SW3 

f the  British  Antique  Dealers'  Association  Ltd.  OI-$8g  6454  Cables:  Keilantiq 


Also  at 

29  Thurloe  Place,  S.W.7,  01-389  4381  and  J,8  &  9  Quiet  Street,  Bath,  Tel:  63176 


(Loin  ianttquee 

MACARONI  WOOD,  EASTLEACH 
CIRENCESTER,  GLOUCESTERSHIRE 
Telephone    Southrop  298 


antique  IRestorers 


Anterior  decorators 


MIRROR 
Height 
Width 


2'  i" 
i'  6' 


ARMOIRE 

Outside  Height  6'  io" 

Centre  Height ,  io'  5" 

Depth  2'  2" 

Width  6'  7" 


CHEST  OF 
DRAWERS 


Mirror 
Depth 
Width 


3'  3" 
4'  4" 
1'  ioi" 
3'  10" 


COMMODE 
Width  3 
Top  of  Commode  2 
Mirror  4' 
Depth  1 


$  ^* 

........ 

...,...< 

-.-»-♦- 

antique  iReetorers 


"Anterior  Decorators 


Coin  Hnttques 

MACARONI  WOOD,  EASTLEACH 
CIRENCESTER,  GLOUCESTERSHIRE 
Telephone    Southrop  298 


An  important  suite  of  bedroom  furniture  with  strong  moorish  influence,  probably  made  in 
ily  circa  1880,  for  the  Venetian  market.  The  whole  elaborately  inlaid  in  ivory  on  a  rosewood 

ground  and  embellished  with  pewter  and  box  stringing  lines.  The  neomoorish  designs  are 
iterestingly  combined  with  carvings  of  Christian  religious  motifs.  All  drawers  are  lined  with 
burr-maple.  The  armoire  is  similarly  lined  and  panelled  with  ebonised  mouldings. 

The  suite  comprises : 
Bed 
Armoire 
3  chairs 
2  bedside  tables 
1  chest  of  drawers 
1  dressing  chest 
small  wall  mirror. 


BEDSIDE  CABINET 
Height  4'  8" 

Width  1  8 

Depth  i'3" 


BED 

Back  Height 
Front 
Width 
Length 


THE  GALLERIE 

26  W.  MARKET  STREET 
LEESBURG,  VIRGINIA 
Telephone:  (703)  777-1048 

Open  daily  9.30-4.30  except  Sunday 


Handsome  oak  highboy,  lovely  warm  brown  color, 
interesting  geometric  frieze,  41  inches  wide, 
70  inches  tall,  circa  1730 


WE  ALWAYS  MAINTAIN  AN  EXTENSIVE 
STOCK  OF  EIGHTEENTH-CENTURY 
FURNITURE  AND  ACCESSORIES 


FREDERICK  REMINGTON,  Battle  Chiefs  Leaving  the  Fort,  oil,  25  by  40" 

PETERSEN  GALLERIES 
 AMERICANA,  WESTERN  &  SPORTING  ART/SCULPTURE  


Div.  Petersen  Publishing  Co.  Executive  Directoi  JENE  C.  G1LMORE 
9433  WILSHIRE  BLVD..  BEVERLY  HILLS.  CA  902 1 2    (213)  274-6705 


»V  APPOINTMENT 
ANTIQUE  DIALER 
TO  H  M  QUEEN 
ELIZABETH  II" 
QUEEN  MOTHER 


■V  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


filth  Century  parcel  gilt  cup, 
possibly  Swiss,  circa  1610. 
Height:-  iof  inches 
Weight:- 14.15  ounces 


Featured  in  our  forthcoming  exhibition 
of  eighteenth  century  and  earlier 
drinking  vessels,  ioth-2ist  June,  1974- 


( 

\  US  $ 


A) 


Valuations  for  Probate,  Insurance  and  Division    Telephone:  01-629  6x1  Telegraphic  Addrett  "Euciase  unden  w.r 


LA/TON 

PRESENTS 

THE  FIRST  MAJOR 

EXHIBITION 

OF 

PAINTINGS 

BY 

BARBARA  MILLET! 

JUNE  12th -29th 


Lasson  Gallery 
82-84  Jermyn  Street 


London  S.W.1. 
Telephone  01  -629  6981 


Monday- Friday  10.30-5.30 
Saturdays  11.00-1.00 


The  Foremost 

DISTINGUISHED  AMERICAN  IMPRESSIONIST 


Sold  exclusively  by  his  Art  Representative,  Bambi  Ellis. 
La  Hacienda  de  San  Sabastian,  P.O.  Box  4062,  Santa  Fe,  New  Mexico,  USA  87501 

Telephone  (505)  982-5008 


"Where  the  River  Begins" 
24  x  20  inches-oil 


Fremont  F.  Ellis  has  been  recognized  as  the  Southwest's  outstanding  artist. 
After  almost  a  half  century  of  painting,  he  has  become  one  of  those  few  painters 
whose  success  has  come  during  their  lifetime.  His  works  are  included  in 
permanent  collections  around  the  world. 


The  Connoisseur,  June,  1974 


wSSSL 


FERNANDES  &  MARCHE 

23  MOTCOMB  STREET,  BELGRAVE  SQUARE 
LONDON  S.W.I. 
01-235  6773 


A  rare  Italian  18th  Century 
giltwood  centre  table,  with 
a  fine  mosaic  top. 
Height  33"(83icms) 
Wkfth  27"  (69  cms). 


T'ang  dynasty  Yuen  ware  vase 
Height:  11 1  inches 


FRANK  CARO  •  FRANCIS  CARO 
41  EAST  57th  ST.,  NEW  YORK,  N.  Y.  10022 
(312)  PL  3  2166 


A  COLLECTION 
OF  ENGLISH 
OAK  JOINED  STOOLS 
OF  THE  XVIIth  CENTURY 

The  Month  of  June 
All  exhibits  for  Sale 


gC>   The  Connoisseur,  June,  1974 


AGNEW 

PAINTINGS  BY  OLD  MASTERS 


43  Old  Bond  Street 

Tel:  01-629  6176  _        ,        vi;  1  Mondav-Friday  9.30-5.30  pm 

Cables:  Resemble,  London  JLOndOnW.l  Thursdays  until  7.00  pm 
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Statuette  by  Franz  Anton  BUSTELLI 
Nymphenburg  porcelain.  Circa  1755. 


SELECTION  OF 
ANTIQUE  FAIENCE 
AND  PORCELAIN 

NICOLIER 

7,  Quai  Voltaire 
75007  PARIS 


Silver  Lyon 

LTD. 


Colonial  and 
Provincial  Silver 

Exhibiting  at  The  International  Antiques 
Fair,  Earls  Court 

12  DUKE  STREET,  ST.  JAMES'S 
LONDON  SW1 

GRANTULLY  CASTLE 


g8    The  Connoisseur,  June.  1974 


WILLIAMS  &  SON 

EXHIBITION 
of 

FRENCH  PAINTINGS  OF  THE 
NINETEENTH  CENTURY 


Leon-Augustin  L'Hermitte 
Signed 


'Repos  des  Moissoneurs' 

INCLUDING  WORKS  BY: 


Boudin 

Bouguereau 

Delpy 


Harpignies  Jacque  Meissonier 

Henner  Lambinet  Ribot 

Isabey  Levis  Veyrassat 

3rd  -  15th  June  1974 
Monday  to  Friday  10  a.m. -6  p.m.       Saturday  10  a.m. -12.30  p.m. 

Fully  illustrated  Catalogue  £1  ($5)  including  postage 

2  GRAFTON  STREET,  LONDON  W1X  3LB 


Oil  on  Canvas 
3o|  x  38^  ins. 
77.5  x  98  cms. 

Ziem 


TELEPHONE 
01-493  5751 
01-493  4985 


CABLE  ADDRESS 
WILLPICTS, 
LONDON,  W.l. 


NUNCIO-HURN  (Fine  Arts) 

Expected  to  open  shortly  at:  16  HALKIN  ARCADE,  LOWNDES  STREET,  BELGRAVIA,  S.W.I 


Judith  displaying  the  head  of 
Holophernes  to  the  crowd 
Frans  Francken  The  Younger  ( 1581-1642) 
Oil  on  Panel 


329  FULHAM  PALACE  ROAD 
FULHAM  LONDON  S.W.6. 

Tel:  01-731  3520 


CIRCA  1 620 


WIDTH  3' ,  HEIGHT  33",  LENGTH  9*. 
Chevron  inlays  in  top  rails 


(212)  673-3510 
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In  ttruttm  Street 

Algernon  Asprey  invites  you  to  see  a  display  of  rare, 
colourful  and  beautiful  Boehm  Porcelain. 


Set  of  eight  Boehm  European  Bird  plates. 
Limited  edition  £125 per  set  including  VAT 


Backgammon  being  illegal  in  England 
about  the  16th  Century,  enterprising 
artisans  disguised  Backgammon  sets  to 
look  like  library  books.  This  beautiful  set, 
with  chess  board  cover,  is  typical  of  the 
many  and  varied  leather  goods-from 
wallets  to  suit  cases,  all  made  in  our  own 
workshops  and  which  can  be  seen  at 
Algernon  Asprey. 

Backgammon  Set  £185  including  VAT 


EXHIBITION  OF  FINE  ANTIQUE  FURNITURE 


at 


TREVOR 

24-25  MOUNT  STREET,  LONDON,  Wl 

on 

Wednesday  12th  June  until  Tuesday  25th  June  1974 


9  a.m.-  6  p.m. 
(NOT  SUNDAYS) 


IN  AID  OF  THE  CULTURAL  AND  EDUCATIONAL  TRUST 
OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


01-499  8228  (3  lines) 


ADMISSION  50p 


TREVTIQUE,  LONDON,  Wi 


Nicholas  Pocock. 


An  English  Yacht  Entering  The  Sound 

Watercolour  14!  x  2i|>  inches.  Signed. 


SHIPS  AND  THE  SEA 
AN  EXHIBITION  OF 
18th  AND  19th  CENTURY 
ENGLISH  WATERCOLOURS 


FRANK  T.  SABIN  LTD. 

4  NEW  BOND  STREET,  LONDON  W.i. 

Telephone  01-499  5553  Cables:  SABINUS  LONDON  W.i. 


WILLIAM  JOY  MAN  O'  WAR  AT  ANCHOR 

WATERCOLOUR  9s  x  13  inches 


Fine  Art  and  Antiques 

Festival 

June 1974 


Organised  by 

The  Society  of  London  Art  Dealers  and 
The  British  Antique  Dealers  Association 


List  of  Exhibitions 
being  held  during  the 
Festival  by  members 
of  The  Society  of 
London  Art  Dealers 


Arthur  Ackermann  ft  Son  Ltd 

3  Old  Bond  Street  W1 X  3TD 
493  3288  : 1 0-5.30  Sat  1 0-1 
The  Racing  Scene-Oil  Paintings 
by  Peter  Howell 

12-29  June 

Thos  Agnew  &  Sons  Ltd 

43  Old  Bond  Street  W1X4BA 
629  6176  : 9.30-5.30 
Thurs  9.30-7.00  Sat  closed 
Old  Master  Paintings 

4  June- 5  July 

Albany  Gallery 

1 4  Mason's  Yard  Duke  Street 
St  James's  SW1 
839  6119  : 10-5  Sat  closed 
English  Watercolour  Drawings 
Through  June 

Arcade  Gallery 

28  Old  Bond  Street  W1 X  3HD 
4931879  :  9.30-5  30  Sat  closed 
Loan  Exhibition  for 80th  Birthday 
of  Paul  Wengraf Permanent 
Exhibition  'Nigerian  Tribal  Art' 
17-28  June 

Brod  Gallery 

24  St  James's  Street  SW1 
839  3871  : 10-6  Sat  10-1  2.30 
Permanent  Exhibition  of  Fine  Old 
Master  Pain  tings  and  Dra  wings 
Through  June 

Brook  Street  Gallery 

24  Brook  Street  W1 
4931550and4934280  : 
1 0-6  Sat  closed 

Masters  of  Twentieth  Century  Art 
Duration  of  Festival 

P  &  D  Colnaghi  ft  Co  Ltd 

14  Old  Bond  Street  W1 
4931943  : 10-5.30  Sat  10-1 
Paintings  by  Old  Masters 
21  May-22June 

Ferrers  Gallery 

9  Piccadilly  Arcade  SW1 

493  6948  : 1  1 -1 .  2-5  Sat  closed 

Edouard  Aman-Jean 

12  June-12  July 

The  Fine  Art  Society 

1  48  New  Bond  Street  W1 Y  0JT 
629  5116  : 9.30-5.30 
Sat  10-1  2.30 

Paintings  and  Waterco/ours  from  the 
Handley-Read  Collection 
4-28  June 

Fischer  Fine  Art 

30  King  Street  St  James's  SW1 
839  3942  :  1 0-5.30  Sat  1  0-1  2.30 
Important  1 9th  and 20th  Century 
Paintings,  Drawings  and Sculoture 
including  Moore.  Schiele.  Nolde. 
Klee.  Lindner  and  Master  Graphics 
from  Goya  to  Henry  Moore 
June-July 


Thomas  Gibson  Fine  Art  Ltd 

9A  New  Bond  Street  W1 
499  8572/3  :10-5 
Sat  by  appointment 
DubuffetjLeger 
Through  June-July 

Richard  Green  (Fine  Paintings) 

44  Dover  Street  W1X4JO 
493  7997  :  9.30-6  Sat  9.30-1  2 
Exhibition  of  Dutch.  Flemish  and 
Italian  Old  Master  Paintings 
30May-29  June 

Hartnoll  ft  Eyre  Ltd 

39  Duke  Street  St  James's  SW1 
930  9308  :  9.30-5.30  Sat  closed 
Pre  -  Raphael i  te  Dra  wings  and 
Paintings  Victorian  Landscapes 
3-21  June 

Princes  and  the  Raj  1 864-  1  903 
24  June-12  July 

Hazlitt  Gooden  ft  Fox 

38  Bury  Street  St  James's  SW1 
930  6422  : 10-5.30  Sat  closed 
Landscapes  from  the  Fitzwilham 
A  loan  exhibition  in  aid  of  the 
Friends  of  the  Fitzwilliam  Museum. 
Cambridge 
20June-1  2  July 

Alan  Jacobs 

I  5  Motcomb  Street  Belgravia  SW1 
235  5944  :  9.30-5.30  Sat  9.30-1 
'The  Timeless  Moment'  Fine  Dutch 
and  Flemish  1 7th  Century  Old 
Masters 

Through  June 

Oscar  and  Peter  Johnson  Ltd 

Lowndes  Lodge  Gallery 

27  Lowndes  Street  SW1 X  9HY 

235  6464  :  9.30-5.00  Sat  1  0-1  2 

Continental  Views  by  English 

Artists 

15  May-14June 

Annely  Juda  Fine  Art 

I I  Tottenham  Mews  W1  P  9PJ 
580  7593  :  10-6  Sat  10-1 
Charmion  von  Wiegand 
Retrospective 

29  May-29  June 

Leonard  Koetser  Gallery 

13  Duke  Street  St  James's  SW1 

930  9348/9  : 10-5.30 

Sat  10-1  2.30 

Dutch.  Flemish  and  Italian 

Old  Masters 

17  May-29  June 

Maas  Gallery 

1 5A  Clifford  Street 

New  Bond  Street  W1  X  1  RF 

734  2302  : 10-5  Sat  10-27 

The  Thames  Seventy  Years  Ago.  an 

Exhibition  of  Waterco/ours  by 

Percy  Robertson  (1868-1934) 

3-21  June 


Marlborough  Fine  Art 
(London) Ltd 

39  Old  Bond  Street  W1X4BY 
629  5161  : 10-5.30  Sat  10-1  2.30 
Fine  Impressionist  and  Modern 
Masters 
June-July 

New  Grafton  Gallery 

1 A  Grafton  Street  W1 

4991800  : 10-6  Sat  10-1 

Fred  D  ubery  -  Pain  tings 

23  May-12  June 

Jane  Dowling  -  Paintings 

20  June-4  July 

M  Newman  Ltd 

43A  Duke  Street  St  James's 

SW1 Y6DD 

930  6068  : 10-5.30 

Sat  by  appointment 

Art  in  Europe  1830-1960 

5-21  June 

O'Hana  Gallery 

13  Carlos  Place  W1Y5AG 

499  1562  : 9.30-6  Sat  9.30-1 

Important  Impressionists  and  Post 

Impressionists  Paintings  and 

Sculpture 

3June-31  July 

The  Parker  Gallery 

2  Albemarle  Street  Piccadilly 

W1X3HF 

499  5906  :  9.30-5.30  Sat  9-1 2.30 

Old  Prints  Paintings  and  Ship 

Models 

10-28  June 

Partridge  Fine  Art 

144/146  New  Bond  Street  W1 

629  0834  : 10-5.30  Sat  closed 

Summer  Exhibition 

4-28  June 

Piccadilly  Gallery 

16A  Cork  Street  W1 

629  2875  : 1 0-5.30  Sat  1 0-1  2.30 

Symbolist  into  Surrealist: 

Alberto  Martini  1876-1954 

4-29  June 

Roland,  Browse  ft  Delbanco 

19  Cork  Street  W1 

734  7984  : 1 0-5.30  Sat  1 0-1 
Distinguished  British  Paintings 
1875-1950  with  an  accent  on 
Ethei  Walker 
Closing  1  5  June 

The  Northlands.  Recent  Paintings 
by  Keith  Grant 

20  June-27  July 
Rowan  Gallery 

31 A  Bruton  Place  Berkeley  Square 
W1X7AB 

493  3727  : 10-6  Sat  10-1 

Anthony  Green  Recent  Paintings 

7  June— 1 1  July 

Frank  T  Sabin  Ltd 

4  New  Bond  Street  W1Y  9PE 

499  5553  :  9.30-5.30  Sat  closed 

Through  June 


Sabin  Galleries  Ltd 

4  Cork  Street  Bond  Street  W1 
734  6186  : 9.45-5.30 
SatlO-I^SO 

English  'Cabinet'  Pictures  of  the 
18th  and  19th  Centuries 
10-29  June 

Spink  &  Son  Ltd 

6  King  Street  St  James's  SW1 
930  7888  : 9.30-5.30 
Thur  9.30-7  Sat  10-1 
Spink  74 
5-21  June 

Arthur  Tooth  &  Sons 

31  Bruton  St  W1 
499  6741  :  9.30-5.30 
Sat  10-1  2  30 

Paris  ( L ondres XIX  &  XX  Century 
Paintings  including  Boudin  Corot 
DubuffetJorn  Leger Matisse 
Monet  Picasso  Renoir  Rouault 

1  8  June-1  3  July 

The  Tryon  Gallery  Ltd 

41/42  Dover  Street  W1X3RB 
493  5161  :  9.30-6  Sat  closed 
Watercolour  Dra  wings  of  Game 
Birds  (J  C  Harrison) 
22  May-12  June 

Prints  from  Pictures  in  Jockey  Club 
18-28  June 

Waddington  Galleries 

2  &  34  Cork  Street  W1 

439  1866  : 10-5.30  Sat  10-1 

Jack  Bush 

21  May-1  5  June 

Herner  Wengraf  Ltd 

62  South  Audley  Street  W1 
629  0223  :  9.30-6  Sat  11.30-1 
Old  Master  Pain  tings 
Through  June-July 

William  Weston  Gallery 

38  Albemarle  Street  W1  X  3FB 
493  0722  : 10-6  Sat  10.30-1 
Selected  Etchings  and  Lithographs 
by  19th  and  20th  Century  Masters- 
Annual  Summer  Exhibition 
Until  1  8  June 

Fauvism  and  Expressionism 
The  Stylistic  Links  and  Themes  in 
Etching  and  Woodcut 
From  20  June 

Wildenstein 

147  New  Bond  Street  W1Y0NX 
629  0602  : 1 0-5.30  Sat  1 0-1  2.30 
Richard  Ford  in  Spain  (Drawings 
and  Waterco/ours  by  the  eminent 
19th  Century  Author  and  Critic) 
5-28  June 


\rthur  Ackermann  &  Son  Ltd 
>ld  Bond  Street,  WxX  jTD, 
•493  3288. 

iand  Modern  Sporting  Paintings 

1  Print-. 

Thos.  Agnew  &  Sons  Ltd 
Old  Bond  Street,  WxX  4BA, 
■629  6176. 

inting>.  Draw  ings,  YVatercolotu  s 
J  Engravings  of  all  Schools. 
Albany  Gallery 
Mason's  Yard,  Duke  Street, 
James's,  SWiY  6BU,  01-839  61  19. 
th  ami  19th  Century  Knglish 
ttercolours.  Drawings  and  Prints. 

The  Arcade  Art  Gallery  Ltd 

ie  Royal  Arcade,  28  Old  Bond  St, 

iX  3HD,  01-493  1879. 

idem  and  Primitive  Sculpture  - 
iTOpean  Paintings  and  Sculpture. 

Baskett  &  Day 

3  New  Bond  Street,  WiY  9PB, 
-619  2991. 

Iglish  and  Old  Master  Drawings 
d  Prims. 

Herbert  N.  Bier 

>lrathearn  Place,  Hyde  Park  Sq, 

2  aNQ,  01-723  9522. 

!d  Master  Paintings  and  I  )ra\\  ings  - 
orks  nf"Art. 

Brod  Gallerv  (Alfred  Brod  Ltd) 
.St.  James's  Street,  SWxA  iHA, 
-839  3871. 

Id  Master  Pictures  and  Drawings  - 

odcrn  Pictures. 

Brook  Street  Gallery  Ltd 
1  Brook  St.,  WxY  xAE,  01-493  I55°- 

>th  Century  Sculpture,  Paintings  and 
Wrings. 

P.  &  D.  Colnaghi  &  Company  Ltd 
I  Old  Bond  Street,  WiX  4LJ, 
i'493  1943. 

Id  Master  and  English  Paintings  and 
(Swings  -  ( )ld  Master  and  Modern 
rims. 

).  Crane  Kalman  Gallery 

78  Brompton  Road,  SWj  iHQ, 

1-584  "566- 

sth  Century  English  and  French  Art. 
1.  Anthony  d'OfTay 
Dering  Street,  New  Bond  Street, 
r'lR  9AD,  01-629  x578. 

nglish  Paintings,  Drawings, 
t' atercoltmrs  and  Sculpture 
890-1970). 


12.  Duits  Ltd 

67/68  Jermyn  Street,  St.  James's, 
SWiY  6NY,  01-930  7440,  01-930  52S8. 
OJd  Master  Paintings  and  Draw  ings. 
1  ».  Ferrers 

9  Piccadilly  Arcade,  SWiY  6NH, 
01-493  6948. 

19th  Century  French  Draw  ings  and 
Prints  —  Art  Nouveau. 

14.  The  Fine  Art  Society  Ltd 
148  New  Bond  Street,  W1Y0JT, 
01-629  51 16. 

1 8th -2 6th  Century  British  Art- 
Paintings,  Watercolours,  Drawings 
and  Sculpture. 

1 5.  Fischer  Fine  Art  Ltd 
30  King  Street,  SVVi  Y  4FQ, 
01-839  3942. 

19th  and  20th  Century  Paintings, 
Sculptures  and  Graphics; 

if..  Frost  &  Reed  Ltd 

41  New  Bond  Street,  WiY  oJJ, 

01-629  2457- 

Old  and  Modern  Paintings,  Drawings, 
Prints  and  Bronzes. 
17.  Fry 

58  Jermyn  Street,  SWx  Y  6LX, 
01-493  4496. 

English  Watercolours  and  Draw  ings, 
Engrav  ings  and  Etchings. 

1  $.  Thomas  Gibson  Fine  Art  Ltd 
9a  New  Bond  Street,  YYiY  iPE, 
01-499  8572/3. 

20th  Century  Drawings, 
Watercolours,  Paintings  and  Sculpture. 

19.  T.  P.  Grange 

95  Eaton  Square,  SWiW  9AQ, 
01-235  4467- 

Old  Master  Paintings. 

20.  Richard  Green  (Fine  Paintings) 
36  Dover  St,  WiX  4JQ,  01-493  7997. 

I7rh-igth  Century  Dutch,  Flemish 
and  English  Paintings. 

2 1 .  Hartnoll  &  Eyre  Ltd 

39  Duke  Street,  St.  James's, 
SWiY  6DF,  01-930  9308. 

19th  Century  English  Paintings  and 
Draw  ings. 

22.  Hazlitt  Gallery  Ltd 

4  Ryder  Street,  St.  James's, 
SWiY  6QB,  01-930  6821. 

1 6th- 1 9th  Century  Italian  and  French 
Paintings. 


Hazlitt,  Gooden  &  Fox  Ltd 
38  Bury  St,  St.  James's,  S\V  1  ^  6AT 
01-9306422/3. 

17th  and  1  Nth  Century  I  hitch 
Paintings  -  18th  and  19th  Century 
English  Paintings  and  Drawing-. 
24.  Alan  Jacobs  (Fine  Paintings) 
15  Motcomb  Street,  SWx  8LB, 
01-235  5944- 

17th  Century  Dutch  and  Flemish  Old 
Master  Paintings. 


T  v  New  Grafton  Gallery 
1  a  Grafton  Street,  WiX  3LB, 
01-499  1800. 

Contemporary  Paintings  and  S«.  ulpturc 
English  Paintings  ( 1 910-1940)  - 
Portrait  Centre. 
36.  Jacques  O'Hana  Ltd 

1  3  Carlos  Place,  WiY  5 AG, 
01-499  1562. 

19th  and  20th  Century  French 
Paintings  and  Sculpture. 
$7.  Thomas  H.  Parker  Ltd 

2  Albermarle  Street,  \Yi\  3HI  -", 
OI-499  59<>6/7- 

English  Marine  and  Military  Prints. 

Paintings  and  \\  atercoltmrs 

( 17,0-1900).  Old  Maps  and  Ship 

Models. 

38.  Frank  Partridge  &  Sons  Ltd 
144-146  New  Bond  Street,  \Yi  Y  oLY, 
01-629  0834/5. 

Works  of  Art,  Sporting  Pictures, 
Old  Master  Paintings, 

Renaissance  Sculpture. 

39.  Pawsey  &  Payne 

1  Bury  Street,  St.  James's, 
SWiY  6AB,  01-930  4221. 

itSth  and  19th  Century  English 


48.  Sabin  Galleries  Ltd 

4  Cork  St,  WiX  iPB,  01-734  6186. 

1 8th  and  early  19th  Century  English 
Paintings  and  I  )raw  ings  - 
Elizabethan  and  Jacobean  portraits  - 
Old  Masters. 

4').  Edward  Speelman  Ltd 
Empire  House,  175  Piccadilly, 
WxV  oNP,  01-493  0657. 

( Hd  Master  Paintings  Impressionists. 

50.  Spink  &  Son  Ltd 

5,  6  and  7  King  Street,  St.  James's, 
SWx  6QS,  01-930  7888. 

English  Oil  Paintings,  Watercolours 
and  Drawings  of'all  periods. 

51.  H.  Terry-Engell  Gallery 
8  Bury  Street,  St.  James's, 
SW1Y6AB,  01-839  2606. 

Old  Master  and  19th  Century  French 
Paintings. 

52.  Arthur  Tooth  &  Sons  Ltd 
31  Bruton  Street,  WiX  8ES, 
01-499  6741. 

Impressionists  and  Contemporary 
Paintings. 

53.  The  Tryon  Gallery  Ltd 
41-42  Dover  Street,  \YiX  3RB, 
01-493  5161,  01-493  8548. 

Sporting  and  Natural  History  Pictures 
and  Prints. 

54.  The  Waddington  Galleries  Ltd 
2  &  34  Cork  Street,  WiX  iPA, 
01-439  1866. 

20th  Century  Paintings,  Sculpture  and 

55.  Herner  Wengraf  Ltd 
62  South  Audley  Street,  WiY  5FB, 
01-493  8542. 

Fine  Old  Master  Paintings  and  19th 
'aintings. 


C*rrcu6. 


25.  Oscar  and  Peter  Johnson  Ltd 
Lowndes  Lodge  Gallery, 
27  Lowndes  Street,  SWiX  9HY', 
01-235  6464/5- 

18th  and  19th  Century  British  Oil 
Paintings  and  Wate 

26.  Kasmin  Ltd 
10  Clifford  Street,  WiX  iRB, 
01-437  1645. 

Contemporary  British  and  Ame 
Paintings,  Sculpture  and  Prints 
Indian  Miniatu 

27.  M.  Knoedler  &  Co.  Ltd 
34  St.  James's  Street,  SWx  A  xJD, 
01-839  1 64 1. 

Impressionist  and  Old  Master 
Paintings  -  Sculpture. 

28.  Leonard  Koetser  Gallery 
13  Duke  Street,  St.  James's, 
SWiY  6DB,  01-930  9348/9. 

17th  Century,  Dutch,  Flemish  and 
Italian  Paintings. 

29.  Lambeth  Arts  Ltd 

7  Moore  St,  SW3  2QN,  01-589  4328. 

20th  Century  Paintings  and  Sculpture 
by  European  and  American  artists. 

30.  Leicester  Galleries  (Ernest 
Brown  &  Phillips  Ltd) 

22A  Cork  Street,  WiX  1 HB, 
01-437  8995- 

19th  and  20th  Century  Paintings, 

Draw  ings,  Sculpture  and  Prints. 

3r.  J.  S.  Maas  &  Co.  Ltd 

15a  Clifford  Street,  New  Bond  St, 

WiX  iRF,  01-734  2302. 

English  Paintings,  Drawings  and 

Watercolours  (1750- 1920). 

32.  Marlborough  Fine  Art 
(London) Ltd 

39  Old  Bond  Street,  WiX  4BY, 
01-629  5161. 

Old  Masters,  19th  and  20th  Century 
Paintings,  Draw  ings,  Sculpture  and 
Graphic  Art. 

3  ^.  John  Mitchell  and  Son 

8  New  Bond  Street,  W  i  Y  9PE, 

OI-493  7567- 

17th  Century  Old  Masti 
iSth  Century  English  Pi 
Watercolours  -  19th  Ce: 
Paintings  and  1  )rau  ings. 
34.  M.  Newman  Ltd 
43a  Duke  Street,  St.  James's, 
SWiY  6DD,  01-930  6068. 
19th  Century  Paintings  and  Drawings 
of  all  schools. 


40.  The  Piccadilly  Gallery 
16a  Cork  St,  WiX  iPF,  01-629  2875. 

Modern  British  and  Continental 
Paintings  and  Drawings  -  Symbolism 
and  Art  Nouveau. 
-1 1 .  Redfern  Gallery 
20  Cork  St,  WiX  iHB,  01-734  0578. 
20th  Century  Paintings,  Sculpture  and 
Graphics. 

42.  Anthony  Reed 

(The  Manning  Galleries  Ltd) 
71  New  Bond  Street,  WiY  9DE, 
01-629  4629. 

English  Draw  ings,  Watercolours  and 
Small  Paintings. 

43.  Alex  Reid  &  Lefevre  Ltd 

The  Lefevre  Gallery,  30  Bruton  St, 
W1X8JD,  01-6292250. 

19th  and  20th  Century  French 
Paintings,  Drawings  and  Sculpture  - 
Contemporary  French  and  British 

44.  Roland,  Browse  and  Delbanco 
19  Cork  St,  WiX  iHB,  01-734  "984/5. 

1  9th  and  20th  Century  European 
Paintings.  Sculpture  and  Draw  ings. 

45.  Rowan  Gallery  Ltd 

31a  Bruton  Place,  Berkeley  Square, 
WiX  7AB,  01-493  3727. 
Contemporary  Paintings,  Sculpture 


.  Rutland  Gallery  and  Company 
Bruton  Street,  WiX  7DB, 


r  Paintings  - 
intings  and 
turv  1  n  ri<  h 
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^ , .  Frank  T.  Sabin  Ltd 
4  New  Bond  Street,  WiY'  9PE, 
OI-499  5553 

r8th  and  early  19th  Century  English 
Paintings  and  Prints. 


56.  William  Weston  Gallerv  Ltd 
38  Albemarle  Street,  WiX  3FB, 
01-493  0722. 

19th  and  20th  Century  European 
Prints. 

57.  Wildenstein  &  Co.  Ltd 

147  New  Bond  Street,  WlYoNX, 
01-629  0602. 

Old  Master  Paintings  -  iSth,  19th  and 
20th  Century  Continental  Paintings 
and  1  drawings; 


London 

the 
Society  of 

London 
Art  Dealers 


Bembridee,  Isle  of  Wieht. 
Signed  and  dated  ROBERT  LANGLEY.  1841. 

16c  Grafton  Street,  London,  W.l 


Oil  on  canvas  19  x  26  in. 
Telephone:  01-493  1597 
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Tribute  to  a  Great  Englishman 


The  Churchill 
Centenary  Collection 


One  of  the  greatest  Englishmen  of  this  or  any  other  age, 
Winston  Spencer  Churchill,  was  born  one  hundred  years  ago.  As  a 
tribute,  Garrard,  The  Crown  Jewellers,  have  created  The 
Churchill  Centenary  Collection  of  fine  sterling  silver,  designed  and 
made  to  the  very  highest  standards  of  excellence. 

The  edition  is  strictly  limited  to  one  hundred  each  of  the 
following  items  :  a  Punch  Bowl  with  Ladle  and  eight  Cups, 
price  £2000;  a  Wine  Jug  with  six  Goblets,  price  £985  ;  a  pair  of 
Salvers,  price  £420  per  pair;  a  pair  of  Wine  Coasters,  price 
£275  per  pair;  Paper  Knife,  price  £85  ;  Bon  Bon  Dish,  price 
£140;  Cigarette  Box,  price£25o;  Humidor,  price  £675  ; 
Churchill  Statuette,  price  £250;  and  a  Glass  Decanter,  in  an 
edition  of  one  thousand,  price  £100. 

Garrard  commissioned  the  artist  and  designer  John  Spencer- 
Churchill,  Sir  Winston's  nephew,  to  work  closely  with  Alex  Styles, 
the  senior  Garrard  silver  designer,  in  creating  the  Collection. 
From  a  long  and  close  relationship  with  Sir  Winston  he  brought 
a  truly  personal  touch  to  the  Churchillian  motifs  which  feature 
in  the  richly  gilt  decoration.  All  the  larger  pieces  in  the  Collection 


are  signed  by  both  artists. 

The  Punch  Bowl  is  decorated  with  six  designs  illustrating 
Sir  Winston's  life  and  achievements.  These  motifs  also  appear 
on  other  items  in  the  Collection. 

All  pieces  are  individually  numbered,  with  a  Certificate  of 
Authenticity.  This  magnificent  edition,  which  has  been  produced 
with  the  approval  of  the  Churchill  Centenary  Trust,  will  attract 
wide  interest,  and  enquiries  should  be  made  without  delay. 

A  colour  Brochure  illustrating  The  Churchill 
Centenary  Collection  will  be  sent  on  request. 


BY  APPOINTMENT  TO 
HER  MAJESTY  THE  QUEEN, 
GOLDSMITHS  k  CROWN  JEWELLERS, 
CARRARD  &  CO  LTD,  LONDON. 


GARRARL 

The  Crown  Jeweller 


I  I  2  REGENT  STREET  •  LONDON  WIA  2JJ  ■  ENGLAND  ■  TEL:  OI-734  JO: 


HELIKON 

directed  by 
GILBERTO  ALGRANTI 


OPENING  EXHIBITION 
OF  IMPORTANT 
OLD  MASTER  PAINTINGS 


INCLUDING  WORKS  BY 

LORENZO  VENEZIANO 
PIETRO  LORENZETTI 
SANO  DI  PIETRO 
BARTOLOMEO  DI  GIOVANNI 
ANTONIAZZO  ROMANO 
JACOPO  TINTORETTO 
LUDOVICO  CARACCI 


CERANO 

HENDRICK  TERBRUGGHEN 
SIMON  VOUET 
JOSE  DE  RIBERA 
MATTI  PRETI 
DOMENICO  FETI 
JIANDOMENICO  TIEPOLO 


JUNE  -  SEPTEMBER 


45  Conduit  Street  London  W.i 


TELEPHONE  01-734  2704 


10(, 


Paintings 
Watercolours  and 
Drawings 
from  the 

HANDLEY-READ 
COLLECTION 

4 -28th  June  1974 


THE 

FINE  ART 
SOCIETY 

148  NEW  BOND  STREET 
LONDON  W1Y  OJT. 

cables 

FINART  LONDON  Wl. 

telephone 
01-629  5116 


■ 

Leo  Kaplan 
Antiques 

888  Madison  Avenue  (72nd  Street) 
New  York,  N.Y.  1002 1 
Telephone  249-6766 


From  our  large  selection  of  fine 
English  and  French  cameo  glass, 
from  left  to  right: 

Galle  vase,  wheat  pattern,  entire 
piece  wheel  carved,  13''  high. 

Important  vase  by  E.  Michel, 
exceptionally  high  relief,  9"  high, 
unsigned. 

Unusual  white  on  red  English 
cameo  vase,  "hammered" 
background,  9",  unsigned, 
attributed  to  Stevens  and  Williams. 

Dawn  Nancy  vase  with  wheel 
carved  columbines,  completely 
"hammered"  background,  12''  high. 
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VALUATIONS 


TEMPLE 
WILLIAMS 


LIMITED 


ANTIQUES 


WORKSOF  ART 


HAUNCH  OF  VENISON  YARD  '  BROOK  STREET  ■  LONDON  Wi 

MEMBER  OF  THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 
OI-629  I486 — 24-HOUR  TELSTOR  TELEPHONE  SERVICE 


A  VERY  FINE  REGENCY  CUPBOARD 

in  rosewood,  with  original  marble  top. 
Length  3'  21".   Width  i'.   Height  3'. 


Caelt  Gallery 

182,  VVestbourne  Grove 
London  W.ll 
Telephone  01-229  9309 


Edward  T.  Crawshaw 

Large  stock  of  pictures  of  all  periods 
Pictures  of  Irish  interest  required 


SUSTRIS 

Death  of  Lucretia 

Oil  on  Canvas  60"  by  42" 


The  new  1974/75 

International  Auction  Records 

for 

DRAWINGS,  PAINTINGS,  ENGRAVINGS, 
WATERCOLOURS  AND  SCULPTURES  is  on  sale  now 

The  following  information  is  given  (when  available) 
for  each  of  the  18,000  works — 


•  NAME  OF 
ARTIST 

•  DATE  OF  BIRTH 
AND  DEATH 

•  TITLE 

•  DATE  AND  SIZE 
OF  THE  WORK 

•  PRICE  IN 
ORIGINAL 
CURRENCY  AND 
IN  $ 

•  NAME  OF 
AUCTIONEER 

%  DATE  OF  SALE 


The  only  annual  art  price  index  quoting  minor  artists  and 
giving  prices  of  works  sold  for  less  than  £100 

i  ~ 

Please  send  me  copy/ies  of  INTERNATIONAL 

AUCTION  RECORDS  1974/75  @  £14.50  (UK  only)  post 
free  or  $45  (Abroad)  post  free  air  mail. 


I  enclose  cheque/P.O.  for  the  sum  of. 

Name  '  

Address  


Return  to  HILMARTON  MANOR  PRESS, 
CALNE,  WILTS,  UK.  Dept.  C 
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mtfre& 

3Rare  porcelain 

3  Bury  Street, 

St.  James's, 

London,  SW1 

Tel :  01  -930  4732/0729 

Cables:  Winbury,  London  SW1 

and  at  Eastbourne 


UestM 


Eighteenth  Century  European  Porcelain  decorated  in  Kakiemon  style 


From  our  EXHIBITION  JUNE  6th-27th  at  Bury  Street 


Theodore  Gerard  1829-1895 
Signed  and  dated  1860 


/ 1 


'The  Proposal' 


Panel  size 
21"  x  18" 


Outside  Frame 
27" x  23" 


In  Toronto" 
Fine  paintings  by 
recorded  artists 


Including  works  by: 

Ladislaus  Bakalowicz,  S.  W.  Bakalowicz,  Charles  Baugniet, 
Berne-Bellecour,  Rosa  Bonheur,  Fabius  Brest,  F.  A.  Bridgeman, 
J.  B.  Burgess,  Alexander  Cabanel,  A.  Callcott,  D.  Y.  Cameron, 
Benjamin  Constant,  Edouard  Cortes,  Georges  Croegaert,  Bernard  de 
Hoog,  C.  Detti,  W.  Duffield,  J.  Dupre,  Victor  Dupre,  Dietz  Edzard, 
Suzanne  Eisendieck,  Rudolph  Ernst,  Edouard  Frere,  E.  L  Garrido, 
Th.  Gerard,  Frederick  Goodall,  R.A.,  Paul  Grolleron,  Andre  Hambourg, 
William  Lee  Hankey,  Heywood  Hardy,  J.  J.  Henner,  J.  R.  Herbert, 
Joseph  Highmore,  J.  J.  Hill,  Horace  Hooper,  J.  C.  Horsley, 
Victor  Huguet,  A.  Jacomin,  Aston  Knight,  Dame  Laura  Knight, 
Ivan  Kowalski,  Jean  Lazerges,  F.  van  Leemputten,  Franz  von  Lenbach, 
Henri  LeSur,  E.  van  Marke,  Hans  van  Meegeren,  J.  C.  Meissonier, 
Franz  Moormans,  C.  L.  Miiller,  John  Pettie,  R.A.,  Alan  Ramsay, 
Ferdinand  Roybet,  W.  Dendy  Sadler,  Wm.  Shayer,  Sr.; 
Charles  Spencelaye,  Frans  Verhas,  and  others. 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 

(just  west  of  Park  Plaza  Hotel) 

Toronto  M5S  1T8,  Canada 

Telephone:  921-3522 
Area  Code:  416 
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B.A.D.A.  FESTIVAL  '74 

:ecial  EXHIBITION -JUNE  11  TO  21 
9H0ICE  SPECIMENS  OF  EARLY  OAK" 


STAIR 

&  COMPANY 


FINE  ENGLISH  FURNITURE 
AND  WORKS  OF  ART  OF  THE 


1 7th  and  i8th  CENTURIES 


A  Superb  PAIR  of  Gilded  Overmantel  Mirrors,  Circa  1780. 
measurements:  6' 10"  wide,  6' 11"  high. 

These  mirrors  are  identical  in  almost  every  detail  to  the  overmantel  mirror  in 

the  Earl  of  Derby's  house,  Grosvenor  Square,  London,  designed  by  Robert  Adam. 

(Rcf:  DICTIONARY  OF  ENGLISH  FURNITURE,  by  Ralph  Edwards,  Vol.  11,  page  352) 
ONE  OF  THE  PAIR  ON  VIEW  IN  LONDON,  THE  OTHER  IN  NEW  YORK 


1 20  &  1 25  Mount  Street, 
London,  W1Y  5HB. 

Telephone:  01-499  1785/5270 


59  East  57th  Street, 
New  York,  N.Y.  10022 

Telephone :  21 2-355-7620 


Member:  The  British  Antique  Dealers'  Association  Ltd. 

The  National  Antique  and  Art  Dealers'  Association  of  America  Inc. 


27-29  BROOK  STREET 

LONDON,  W.l 
Tel:  01-629  6448 


H.  W.  KEIL  LTD. 

Members  of  The  British  Antique  Dealers'  Association  Limited 
Originators  of  the  famous  Keils  wax.  polish 


TUDOR  HOUSE 
BROADWAY 
WORCESTERSHIRE 

Tel:  038-681  2408 


■(Tpntyfntr 

'  -AfilitiitK 
Cfrstrcm 


Jwf/f 


A  matched  set  of  10 
17th  century  chairs 
covered  in  the  original 
hide. 

An  early  1 7th  century 
oak  refectory  table 
with  carved  bulbous 
legs. 


During  the.  Antique  Festival  season  of  June,  arranged  by  the  B.A.D.A.,  we  are  holding  a  special 
exhibition  of  17th  and  18th  century  furniture  in  our  London  showrooms  and  in  Broadway. 


FOUNDED    17  50 


Signed  Vilh.  Bille,  circa  1880  Canvas  size  39"  x  54" 

SHIPPING  AT  COPENHAGEN 

THE  PARKER  GALLERY,  2  Albemarle  Street,  London  W1X  3HF 


Hours  of  Business  Weekdays  9.30-5.30.  Closed  on  Saturday 


Telephone:  01-499  5906/7 
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AUGUSTE  SERRURE 
1825-1902 

Namur,  and  Nantes. 
Oil  on  panel.  23"  x  34" 

Pupil  of  F.  de  Braekeleer. 
Representsd  in  museums  in  Erussels, 


FRANK  S. 


SCHWARZ^50" 
PHILADELPHIA 


1806  Chestnut  Street,  Phila.,  Pa.  19103 

Suburban  Square,  Ardmorc,  Pa.  19003 
215-563-4887 


our  43rd  year 


BEAUCHAMP  GALLERIES 

Antique  Porcelain  Enamels  &  Furniture 

A  RARE  SET  OF  BOW 
SEASONS,  Spring,  Summer, 
Autumn,  and  Winter,  brightly 
coloured  in  pink,  blue  and 
yellow,  the  scroll  bases  picked 
out  in  turquoise  and  puce  with 
gilding,  and  decorated  with 
applied  flowers  and  fruit. 
1\  to  1\  inches. 

8  BEAUCHAMP  PLACE,  LONDON  S.W.3 

Telephone:  01-589  5716 
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Philip  Dun^n  Ltd. 


LOWNDES  LODGE  • 
28  LOWNDES  STREET 
LONDON  S.W.I 

Tel.  01-235  1512,  1513 
(Almost  opposite  Carlton  Towers  Hotel) 


A  very  fine  and  most  rare  small  Queen  Anne 
bureau  cabinet  in  a  beautiful  shade  of  burr  walnut 
with  original  patination  and  brasses, 
c.  1710 
Height  6'  5" 
Width  2'  4" 
Depth  1'  9 


The  specialist  Auctioneers  for  Militaria,  Arms  and  Armour 


This  Victorian  officer's 
headdress  of  the  9th 
(Queen's  Royal)  Lancers 
realised  £550  in  a  recent 
sale.  Typical  of  the  fine 
prices  obtained  for  clients' 
property  in  our  regular 
specialised  auction  sales 
of  militaria,  arms  and 
armour. 


INTERNATIONALLY  YOURS 


Wallis  &  Wallis  have  an  international 
reputation  as  leading  British  specialist 
auctioneers  of  Arms  and  Armour.  Nine 
3 -day  sales  are  held  yearly  -  each  well 
attended  by  buyers  representing  the 
world's  most  active  collectors  and 
museums.  Write  for  a  specimen  copy 
of  the  Wallis  &  Wallis  catalogue 
containing  1 ,000 — 1 ,500  carefully 
detailed  items,  'prices  realised'  list  of 
the  previous  sale,  supplement  contain- 
ing many  pages  of  illustrations  and  a 
postal  bidding  form. 
Price,  single  copies  £1 .00  each. 


FUTURE  SALES 
1974 

25th  to  27th  June 


Viewing  on  the  Friday  and  Saturday 
prior  to  the  sale  dates. 


WALLIS  &WALLIS 

REGENCY  HOUSE,  1  ALBION  STREET,  LEWES,  SUSSEX 

Telephone  LEWES  079-16-3137  (4  lines)  Telex  946893  Telegrams  'Wallauct  Lewes' 


Spencer  A.  Samuels  &  Company,  Ltd. 
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ia  house  gallery 

mrietors  announce  a  new  gallery  dealing  in  rare  items  of  Oriental  Art. 

Vhite  Horse  St. 
>herd  Market 
don  W1Y7LB 


irs:  10  a.m.— $  p.m 


ors 

eitman 
n 


Nepalese  stone  Tara;  I2th-i4th  century.  23I 


1 " 


Another  'first'  for  Phillips: 
Sale  of  Fine  Paintings  goes 
on  nationwide  view 

As  a  prelude  to  their  major  sale  of  Fine  Paintings,  to  be  held  in  London  on  Monday,  July  22, 
at  2  p.m.,  Phillips,  the  fine  art  auctioneers,  embark  on  the  unique  enterprise  of  a  nationwide 
view  in  three  centres. 

The  move  is  a  logical  step  in  recent  expansion  plans.  In  addition  to  London,  Phillips  have 
salerooms  in  Edinburgh  and  now  in  Knowle,  Warwickshire,  to  give  "overall"  coverage  of 
the  country.  They  have  also  this  year  established  offices  in  Dublin— where  sales  of  fine  art 
and  antiques  are  planned — and  in  Geneva. 

The  nationwide  view  will  bring  to  the  attention  of  a  wider  and  more  varied  public  the  scope 
and  quality  of  Phillips  sales  of  fine  paintings  which  have  a/ready  set  up  several  world 
auction  records  this  year  and  attracted  large  numbers  of  overseas  buyers. 

The  entire  July  22  sale — embracing  fine  paintings  of  five  centuries— may  be  viewed  on  the 
following  dates: 

Dowell's  of  Edinburgh 

65  George  Street 

Wednesday,  Thursday,  Friday,  July  3,  4  and  5,  and  until  noon 
on  Saturday,  July  6 

Phillips  in  Knowle 

The  Old  House,  Knowle,  Warwickshire 

Wednesday,  Thursday,  Friday,  July  10, 11  and  12,  and  until  noon 
on  Saturday,  July  13 

Phillips  in  London 

7  Blenheim  Street,  New  Bond  Street,  London  W1Y  OAS 

Thursday,  Friday,  July  18  and  19,  until  noon 
on  Saturday,  July  20,  and  morning  of  sale  until  10.30  a.m. 


Charles  Towne:  Portrait  of  a  sporting  gentleman  with  his  gun  dog, 
signed  and  dated  1802,  24^  in  x  23J  in.:  In  sale  of  Fine  Paintings, 
July.  22nd. 

In  addition  to  the  regular  weekly  sales, 
the  following  are  of  note. 


DOLLS.  TOYS  June  3 

ART  NOUVEAU  June  4 
POT  LIDS.  FAIRINGS  June  6 
WATCHES.  JEWELLERY 

June  10 

ORIENTAL  WORKS  OF  ART 
June  11 


MUSICAL  INSTR.  June  13 

BOOKS  June  18 

BAXTER  PRINTS  June  20 

JEWELLERY  June  25 

STAMPS  June  28 


MARCUS  STONE  R.A. 
Princess  Elizabeth  I  attending  a  mass  at  the  Chapel  Royal,  on  the  8th  Sep- 
tember, 1553.  Signed  and  dated  1869.  Oil  on  canvas.  13  £"  x  30". 
To  be  sold  on  nth  June. 


DAVID  BATES 

A  Sketch  at  Lynn  Cwm,  Funen,  North  Wales.  October.  Signed  and  in- 
scribed and  dated  1880  on  the  reverse.  Oil  on  canvas.  14"  x  24*. 
To  be  sold  on  nth  June  1974. 


K 


King  and  Chasemore 


THE  PULBOROUGH  SALEROOMS 


JUNE 

1  ith  1 1. 00 


12th  11.00 
12th  14.30 
13th  11.00 


Selected  1 8th  and  19th  Century  oil  paintings,  water- 
colours  and  prints,  including  a  good  selection  of 
sporting  paintings  and  prints. 
Miniatures  and  Silhouettes. 

Georgian  and  Victorian  Furniture. 

Bronzes,  Works  of  Art,  Ethnographical  Items,  etc. 

A  collection  of  Furniture,  Paintings,  and  Library 
Books,  from  the  Trustees  of  Dr.  Octavia  Wilberforce. 

English  and  European  Porcelain. 

CATALOGUES  3 op. 


HOUSE  SALES 

Sale  of  the  contents  of :-  'Gumley'  5  West  Avenue,  Worthing,  Sussex. 
To  be  sold  on  the  19th  June,  1974. 

Sale  of  the  contents  of:-  Flansham  Manor,  Flansham,  Nr.  Bognor 
Regis,  Sussex.  To  be  sold  on  the  17th  July,  1974. 

CATALOGUES  2op. 

All  sales  are  on  view  Saturday  and  Monday  prior,  10. am.  to  5.pm. 
Insurance  Valuations  undertaken  by  qualified  staff. 

OFFICES 

Station  Road,  Pulborough  (Tel.  2081 '6);  Horsham;  Petworth; 
Storrington;  Angmering,  Sussex.  Also  at  Chilton,  Nr.  Ayles- 
bury, Bucks;  and  Oxford. 

In  association  with  Agence  du  Chateau,  Antibes,  France.  (32  24  45). 
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KINK  FURNITURE 
BRONZES  AND 


J.  KUGEL 

279,  RUE  SAINT-  HONORE, 

75008  PARIS 

TEL:  260.86.23  &  260.19.45 


ANTIQUE  CONTINENTAL 


SILVER  AND 


CURIOSITIES 


GOLD  BOXES 


Rare  pair  of  small  mahogany  consoles,  Louis  XVI  period.  Signed  by  CAN  ABAS.  Height :  90  cm.  Width  :  64  cm.  Depth  :  32  cm. 


- 

Fine  Old  Chinese  Ceramics 

Works  of  Art 

SYDNEY  L.  MOSS 

LTD. 

© 

A  FINE  AND  RARE  CHINESE  PORCELAIN  VASE  OF  GARLIC  FORM,  THE  TALL 
NECK  AND  FLAT  BULBOUS  BODY  COVERED  WITH  A  FINE  EVEN  LAVENDER 
GLAZE.THE  WHOLE  STANDING  ON  THREE  SMALL  POINTED  FEET. 
CH'IEN  LUNG  MARKAND  PERIOD  A.D  1736-1795. 
HEIGHT 6  INCHES. 

rnUIVI  trie  LULLtL/iU/v  Ur  r.  J.  UUNnJtLLY  toU.  oYUNtY  L.  MUoo  LIU,, 
ANNOUNCE  AN  EXHIBITION  OF  CHINESE  MONOCHROME  PORCELAIN  FROM 
THE  COLLECTION  OF  P  J.  DONNELLY  ESQ.,  TO  BE  HELD  IN  THEIR  GALLERIES 

FROM  THE  14  JUNE  UNTIL  THE  27  JUNE.  1974.  THE  COLLECTION  TO  BE  SOLD 
or/  tivUcn,  Urrcno  rnUM  1  tit  74  JU/vt  UN  1 1 L  1  tit  Z 1  JUNt,  1  zJ/4, 

FINE  ARTS  AND  ANTIQUES   FESTIVAL    JUNE  1974 

51  BROOK  S 

TREET,  LONDON,  W.I 

Established  1910 

01-629  4670 

Late  17th  century  rectangular  table  decorated  with  very  fine 
seaweed  marquetry.  Height  29"  (73.5  cm),  width  39|"  (100.5  cm) 
depth  27"  (68.5  cm) 


SPECIAL  EXHIBITION  8th.  10th  to  15th  JUNE, 
11.00  a.m.  to  7.00  p.m. 

Open  Tuesday  to  Saturday.  Closed  Monday 
Hare  Hatch  Grange,  Nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  8/9) 


ANTIQUES  AND  WORKS  OF  ART 


A  very  rare  and  exceptional  Egyptian  Middle 
Kingdom  Period  figure  of  an  Ibis. 
p"  tall,  n"  long. 


Rowland's  Antiques 

Route  202  -  Route  413 
Buckingham,  Bucks  County,  PA.  18912 
Telephone:  (215)  794-7611 

Member  of  The  National  Antique  and 
Art  Dealers'  Association  of  America,  Inc. 
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ROY  MILES 

FINE  PAINTINGS 


95  Eaton  Place  London  SWi    Telephone:  01-235  4792 


The  massive  and  ever-changing  stocks  of  fine  antique  furniture  at  Durwards  Hall  are.  in  themselves,  a  perm- 
anent antiques  fair  which  is  open  to  dealers  only  throughout  the  year.  Top  quality  goods  in  showroom 
condition.  Durwards  Hall  is  on  the  main  A12  road  from  Europe  and  a  mere  fifty  minutes  from  London  by 
rail.  Trains  are  met  at  Witham  station  by  prior  arrangement  and  we  shall  be  pleased  to  help  dealers  with  their 

travel  arrangements. 


DURWARDS  HALL   .   KELVEDON   .   ESSEX   .  ENGLAND 
Telephone  KELVEDON  70234 
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Philip  Andrade 
Limited 

DEALERS  IN  ANTIQUES 


6,  7  &  8  Boringdon  Villas  Plvmpton 

Plymouth  PL7  4DY 

Telephone  Plymouth  0752  37952 


18th  Century  Louisiana  Armoire. 


IMPORTANT 

OLD  AND  MODERN 

MASTERS 


The 

Hallsborough 
Gallery 

143  NEW  BOND  STREET 
LONDON  W1Y9FD. 
Tel:  01-4991923 


Green 
Jade 
Vase 

19th  C. 

Ht.  with 
stand  bi" 


ORIENTAL  ANTIQUITIES  AND  WORKS  OF  ART 

140  Cassell  Road,  Mainland,  Pennsylvania  19451 
(19  ml.  from  Phila.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.  Phone  (215)  723-3949 
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HOLMES 

MEMBERS  OF  THE  BRITISH 
ANTIQUE  DEALERS'  ASSOCIATION  LTD 


DEALERS   IN  ANTIQUE   SILVER  AND   FINE  JEWELLERY 


An  antique  silver 
George  III  four  piece 
tea  and  coffee  set 
London  1804  1805. 
Maker:  Samuel  Hennell 
Weight:  Approximately 
2240  grammes. 
72  ozs  2  dwts. 


HOLMES  LTD.  29  OLD  BOND  STREET,  LONDON,  W.i 

Telephone  01-493  1396 


KNIGHTSBRIDGE  CARPET  GALLERIES 


Antique  Kouba  11'  7"  by  7 '  0" 

FINE  ORIENTALS  RUGS  AND  TAPESTRIES.  BOUGHT  SOLD  AND  EXCHANGED 

140  BROMPTON  ROAD,  LONDON  SW3    TEL:  01-589  441 1 


An  important  Queen  Anne  small  walnut  bureau  with  very 
finely  chosen  burr  veneer.  The  bureau  is  of  excellent  proportions 
anti  beautiful  colours. 
Queen  Anne,  circa  1710. 
Width  25  int  lies.  Depth  21  inches.  Height  38  inches 


THORPE  &  FOSTER 

LIMITED 
TELEPHONE:  0306-81020 
49  WEST  STREET.  DORKING,  SURREY,  ENGLAND 
SPECIALISTS  IN  FINE  WALNUT 


RUMENS  ANTIQUES 
FINE  ART  GALLERY 


Henry  Bright 
"Winter" 


9i"  x  13" 
Signed  and  dated  1863 


PAINTINGS  and  WATERCOLOURS  of  the 
ENGLISH  and  DUTCH  SCHOOLS 

Fine  porcelain.  Fine  barometers 
Fine  small  furniture 

1  MARKET  STREET,  WOODSTOCK 
OXFORD  OX7  1SU    Tel:  811618 
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Rare  Chinese  Famille  Rose  Export  Porcelain  Ewer, 
In  the  form  of  a  portly  Westerner  seated  on  a  wine  cask. 
Of  the  Ch'ien  Lung  period.  1736-1795  A.D. 
Height:  13^  inches. 

See:  "Chinese  Trade  Porcelain"  by  M.  Beurde/ey,  for 
a  similar  figure,  no.  172,  page  189. 

RALPH  M.  CHAIT 

Galleries  Inc. 


ESTABLISHED  1910  WORKS  OF  ART- CHINESE  ART 

12  EAST  56th  STREET,  NEW  YORK,  N.Y  10022,  U.S.A. 
Telephone  Plaza  8-0937  Cables  "Ralima"  New  York. 

MEMBER  OF  THE  NATIONAL  ANTIQUE  AND  ART  DEALERS'  ASSOCIATION  OF  AMERICA.  INC. 


MALLETT 

AT 

BOURDON  HOUSE 

2  DAVIES  STREET,  BERKELEY  SQUARE,  LONDON  WlY  iLJ 
rruitiiiontnl  Furniture  TELEPHONE:  01-629  2444  5  TELEX:  25692.  TELEGRAMS:  MALLETHOUS  LONDON       rt/irdftl  ^tfltlinrv 

K^Omineniai  runtliure  JIKl  at  40  new  bond  street,  londonwiyobs  uurutrn  ^luiuury 

nnrl  nhioK:  d'nrt  NEW  YORK:  MALLETT  OF  LONDON,  HllH  FlimitlirP 

UflCl  ODjeiSClUll  25  EAST  69th  STREET,  New  York  N.Y.  I0O2I.  Telephone:  (212)2499015/6  UnU  PUrmiUTC 


A  magnificent  and  most  rare  late  18th  century  ormolu 
and  cut  glass  candelabrum  of  finest  quality.  Russia,  circa  1790. 
Height:  2'  4*"       Width:  1'  U"       Depth  11" 


This  can  be  seen  on  our  Stand  No:  X9  (A)  at  the  International  Antiques  Fair,  Earls  Court  7  -  18  June  1974 


132    The  Connoisseur,  June,  1974 


l 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  ( ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WiY  OBS.  TELEPHONE  01-499  7411  (5  lines) 
TELEX  25692  CABLES:  MALLETSON  LONDON  WiY  OBS 
and  at  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  iLJ 
Also'in  NEW  YORK :  MALLETT  of  LONDON,  25  EAST  69th  STREET 
New  York  N.Y.  10021.  Telephone:  (212)  249  9015/6 


A  very  rare  17th  century  Indian  ivory  cabinet,  the  exterior  panels  of  entwined 
flowers  in  high  relief,  the  inside  revealing  eleven  drawers  similarly  decorated. 


and  the  cabinet  bound  by  fine  gilt  mounts.    Indian,  circa  1680. 
Height:  1  '  9i"  Width:  2'  3"  Depth:  1  '  5" 

SUMMER  EXHIBITION  OF  RECENT  ACQUISITIONS  JUNE  5  -  14th. 


DAVID  PETTIFER  ltd  Antiques 

269  KING'S  ROAD,  CHELSEA,  LONDON  (SW3  5 EN)    Tel:  01-352  3088 


A  Hepplewhite  mahogany  secretaire  bookcase, 
original  condition,  good  colour.    English  c.  1790 

44 J"  wide,  7 '3"  high,  21"  deep  at  base. 


LEDBURY 
GALLERIES 

Fine  Art  Dealers 


46  Ledbury  Road, 
Westbourne  Grove, 
London,  Wll  2AB. 

Telephone  01-727  8521 


ALFRED  EDWARD  EMSL1E 
SIGNED  AND  DATED  1882 
SIZE  53  ins.  x  75  ins. 


THE 


DOLPHIN 


ANTIQUES  &  WORKS  OE  ART 

605  Cambridge  Avenue  •  AtmloTark,  California  94025 
Telephone :  (415)  325-4409 


RARE  PAIR  OF  CHARLES  X 


15'10"x  10'6"  (circa  1825) 


Soft  copper-rust  field  with  yellow  roundels  filled  with 
delicately  colored  full  blown  bouquets  and  separated 
by  stylized  leaf  swags  united  at  intersections  with 
orange  leaf  medallions.  Most  unusual  in  a  pair. 


4  8x5  Charles  X  Olive  10x11.7 

8x11.8  Louis  IV  Ivory  16.3x22.1 

9.10x14.3  Louis  XVI  Beige  17x17.9 

13.10x16  3  Louis  XIV  Bronze  27  x  30.6 


m 


BESHAR'S 


Louis  XVI  Moss  Green 
Directoire  Copper 
Louis  XIV  Ivory 
Louis  XV  Venetian  Rose 


TRADE 
MEMBER 
N  S  I  D. 


63  East  52nd  Street,  New  York,  N.Y.  10022  PLaza  8-1400 

Fine  Floor  Coverings  Since  2898 


136   The  Connoisseur,  June,  1974 


CHARLES  WOOLLETT  &  SON 

(Member  of  the  B.A.D.A.  Ltd.) 


"An  extremely  fine  and  large  enamel  plaque  of 
CAPTAIN  JOHN  PAUL  JONES,  wearing  a  naval 
uniform  with  a  background  of  ships  cannonading  at  sea 
in  the  distance.  Mounted  within  a  carved  giltwood 
frame  with  an  anchor  motif  at  each  corner  and  a 
ribbon  tie  surmount.  Rectangular  8|  in. 


John  Paul  Jones.  (1747-1792),  was  one  of  the  most 
colourful  of  naval  adventurers.  Born  in  Kirkcudbright. 
Scotland,  he  joined  the  American  Navy  in  the  War  of 
Independence  and  became  a  menace  to  British 
shipping.  His  action  with  two  ships  off  Scarborough 
in  1 779,  being  one  of  the  classic  duels  of  naval  history." 


59  61  WIGMORE 

Established  i88g 


STREET  LONDON  W1H  9LF 

Phone  01-935  $664 


RARE  POSTERS  :  i8qo's  -  1930' s 


Pierre  Masseau,  Exactitude 
1932.  39f" x  241" 
Fully  illustrated  catalogue  $2.00 

RHEIN  HOLDING  CORP. 

toi  CENTRAL  PARK  WEST 

NEW  YORK,  N.Y.  10023 
TELEPHONE  427-4014/873-3578 


Specializing  in  18th  Century 
French  and  English  Furniture 
and  Decorative  Accessories 
• 

17th  C.  Italian  Walnut  Credenza 
12'A "  Deep,  32"  Wide,  30'/, "  Tall 
.  $2,400.00 

8t6/333-3387 

55TH  AND  OAK,  KANSAS  CITY,  MISSOURI  64113 
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A  George  III  Mahogany  Sofa  table  of  very  fine  quality.  Cross  banded,  c.  1795 
Height  27|  inches.  Length  with  flaps  66  inches.  Length  without  flaps  39  inches.  Depth  29|  inches 


STDUfJl 

ANTIQUES 


Down  Hall, 
Matching  Lane, 
Bishops  Stortford, 
Herts.    Tel.  (0279-82)  242 

Open  7  DAYS  and  at  other  times 
BY  APPOINTMENT    BY  ARRANGEMENT 


also  at 
43  High  Street, 
Hoddesdon,  Herts. 
(Hoddcsdon,  64545) 


and  10  Bath  Street, 
St.  Helier, 
Jersey,  C.I. 
(Jersey  Central  34689) 
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$ratt  anil 
purges;*  Htb. 

MELTON  COURT 
7  OLD  BROMPTON  ROAD 
LONDON  SW7 
Tel :  01-589  5704 
Opposite  South  Kensington  Station 


Superb  quality  Adam  period 
carved  fine  mantelpiece. 


Length  of  shelf 
Extreme  height 
Width  of  opening 
Height  of  opening 
Width  across  jambs 


7ft.  4.ins. 
4ft.  4|ins. 

4ft.  6ins. 

4ft.  oins. 
6ft.  6l\ns. 


W.  G.  SKIPWITH 

OF  WINCHESTER 

Fine  China  Glass  and  Pictures 


The  Thames  near  Battersea     David  Cox  snr.  1783-1859 
Water  colour  signed  and  dated  1824.  Approximate  size  8\"  x  11" 

At  this  exclusive  shop  there  is  an  interes- 
ting collection  of  19th  century  prints.  We 
also  have  a  variety  of  pictures,  unusual 
gifts,  and  china  by  famous  makers. 

W.  G.  SKIPWITH 

5  PARCHMENT  STREET 
WINCHESTER,  HANTS. 
Telephone:  Winchester  291 1 


"Happy  and  kumfi  I  shall  be 
Gander  and  White  him  packee  me." 


GANDER  &  WHITE  LTD 

ANTIQUES,  FURNITURE 
and 

WORKS  OF  ART 
PACKED  AND  SHIPPED 
to  all  parts  of  the  world 

OVERSEAS  HOUSEHOLD  REMOVALS 

EMPRESS  PLACE,  LILLIE  ROAD 
LONDON  SW6  1TT 

01-381  0811,2  &  3  01-385  0309 
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ARTHUR  BRETT  &  SONS  LTD 

Member  of  the  British  Antique  Dealers'  Association  Ltd. 


42  SAINT  GILES,  NORWICH  nor  ,6E,  ENGLAND 

Telephone:  0603  28171 
Saturday  by  appointment 


DT7  r>r>\7  tjtt  j'  f»  if  i  "CDT17C  743  fifth  avenue,  new  york,n.y.,  1002* 

X>£lJ\JV  X  -  Jtlll^l^#  Ij/xl^l^Jtl  rVll^  O   (212)753-8130  Cables  BERRYHILL  N.Y 


SUNSET,  FINCHINGFIELD 
June  1905 

by  LUCIEN  PISSARRO 

Oil  on  canvas  21"  x  25^" 

Signed  with  Monogram  and  dated  1905 

Ex  Coll.:  Sir  Ian  Hamilton 

Also  inscribed  on  sketches  by  the  artist. 

Lucien  Pissarro  lived  on  a  farm 

at  Finchingfield,  Essex,  from  1903-1905 


207-209  East  Main  Street 
Richmond,  Virginia  23219 
Telephone:  644-0781 


ANTIQUES  •  INTERIORS 


Three  pedestal  dining  table 
with  reeded  edge. 
Magnificently  grained  mahogany 
with  tine  patina. 
Pristine  condition, 
Amcrcian-Circa  1825 
Size:  79"  x  50"  x  29"  tall 
$7500.00 


The 


Map  House 


An  interesting  small  map  of  The  Americas,  showing 
California  as  an  island,  published  in  1646. 
The  map  was  engraved  by  Peter  Van  den  Keere. 

54  BEAUCHAMP  PLACE, 
KNIGHTSBRIDGE,  LONDON  SW3 

Tel:  01-589  4325 


144   The  Connoisseur,  June,  1974 


The  Seventeenth  Century 


HOBART  HOUSE  was  built  in  1691  by  the  town  of  Haddam  for  its  first  settled  minister,  Jeremiah  Hobarr, 
Class  of  1650  at  Harvard.  We  have  lived  in  the  house  for  26  years  and  each  year  grow  fonder  of  the  seven- 
teenth century.  -V^^T^"^ 


Herewith  three  fine  items  of  that  period, 
typical  of  the  quality  of  goods  from  Hobart  House. 


A  fascinating  pair  of  Needlework  Pictures  of  Si.  George 
Shying  the  Dragon  and  the  Union  oj  Scotland  and  England. 
9Vs"  in  diameter,  of  many  colored  silk  threads  plus  silver 
and  gold  threads.  Made  circa  1620,  and  recently  from  the 
famous  collection  of  Sir  James  Horlick,  Bart., 
of  Achamore  House,  Gigma,  Scotland. 


A  Cann  in  perfect  untouched  condition,  with  lovely  color  and 
skin,  by  YT  over  Mullet,  London,  1685.  Contemporary 
armorials.  3%"  tall,  354"  maximum  diameter, 
weight  7  oz.  3  dwt.  troy. 


HOBART 


Exhibiting  at 

Lake  Forest  Academy  Antiques  Show,  Lake  Forest,  Illinois 
University-Liggctt  Antiques  Show,  Grossc  Pointe  Woods,  Michi 


Box  128,  Haddam,  Connecticut  06438  •  Telephone  (203)  345-2525 
Prior  Appointment  Advisable.  Malcolm  Stearns,  Jr. 


The  earliest  dated  Sampler  we  have  owned.  By  Hanna  Ewer 
in  1658.  26%"  c  9%",  in  fine  condition  with  colors  still  bright. 
Once  in  the  Victoria  and  Albert  Museum  Collections  and 
more  recently  from  Grahame  of  Claverhouse  in  Scotland, 
with  documentation. 


CECIL 
DAVIS 


LTD 

Member  of  The  British  Antique  Dealers'  Association 

3  GROSVENOR  STREET 
NEW  BOND  STREET 
W1X  9  FA 

Tel:  01-499  3130 
Cable  Address 
"Crystaldav,  London" 

SPECIALISTS  IN  OLD  ENGLISH  AND  IRISH 
GLASS,  ENGLISH  FURNITURE 
AND  WORKS  OF  ART 

A  fine  set  of  four  Georgian 
decanters  and  a  diamond  cut 
Pedestal  jug. 
Circa  1810. 

Fine  Art  &  Antiques  Festival  1974. 
English  Eighteenth  Century 
Wine  Drinking 
June  1 0th-21  st    11  am-6  pm 


Are  you  a  patron  of  the  arts? 

All  who  appreciate  works  of  art  value  the  National  Art-Collections  Fund. 

Her  Majesty  Queen  Elizabeth  the  Queen  Mother  has  said  "Members  of  the  Fund 
can  fairly  claim  to  be  the  greatest  collectors  of  all  time,  with  this  fundamental 
difference,  that  whereas  their  predecessors  collected  for 
themselves,  they  collect  for  all  beholders." 

The  Fund  assists  museums  and  art  galleries  to  acquire  works  of  art  and  objects  of 
historical  importance.  In  1 962,  for  example,  the  Fund  was  responsible  for  launching  a 
public  appeal  which  resulted  in  the  Leonardo  Cartoon  beinc 
acquired  for  the  National  Gallery.  Hundreds  of  works  of  art 
have  been  bought  by  the  Fund. 

Our  museums  stand  as  witnesses  of  our  past  and 
inspiration  for  our  future.  Will  you  help  enrich  our 
heritage  through  the  National  Art-Collections  Fund  ? 

National  Art-Collections  Fund  members  enjoy  many 
privileges 


The  National 
Art- Collections  Fund 


Full  details  of  the  Fund  can 
be  obtained  from: 

The  Secretary, 

National  Art-Collections  Fund, 
Hertlord  House, 
Manchester  Square. 
LONDON  W1M  6BN 


I  should  like  full  details  of  the  Fund 
Name  


Address. 


PARISIAN  CELEBRATION 
1774 


Very  rare  and  exquisite  hard  paste 
porcelain  group.  Paris  -  Rue  de  la  Roquette,  by 

Jerome  -  Vincent  Dubois. 
Marks:  crossed  headless  arrows,  underglaze  blue. 
Height:  8j"  Diameter:  io\ 

Private  sale.  Interested  purchaser  write 
The  Advertiser  Box  No.  8695  c/o  The  Connoisseur. 
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MELL  GALLERIES 

Oil  and  ^yladetti  Daintin^A 


Chinnery  School 


The  Hongs  of  Canton 


Canvas  7"  x  10i" 


22  BURY  STREET,  ST.  JAMES'S,  LONDON,  SWiY  6AL 

Tel:  01-839  4274/5 


Beautiful 
Candle- 
sticks 
from 
Bruford 
&  Carr 


These  beautiful  silver  candlesticks  are  fine  examples  of 
our  attractive  and  extensive  range  of  domestic  silverware. 

1.  ni"  bead  and  fluted  candlesticks  £140.00  pair 

2.  9"  cast  ornate  candlestick  50  oz.  £300.00  pair 

3.  4"  Chippendale  border  candlesticks  £60.00  pair 

4.  6"  plain  cast  candlestick  24  oz.  £200.00  pair 

5.  8"  plain  circular  candlestick  £80.00  pair 


eevet4*/ie, 


9f  Mounf  Street,  Mayfair,  London  WiY  5HG 
Telephone:  01-499  7644 


ALEXANDER  H.  WYANT 
American  (1836-1892) 

Summer  Landscape 

Oil  on  canvas  36"  x  40" 

Signed  lower  right  A.  H.  Wyant 
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POST  ROAD  ANTIQUES 

2130  BOSTON  POST  ROAD, 
LARCHMONT,  NEW  YORK  10538 
914-834-7568  (Robert  Bahssin) 


DELOMOSNE  AND  SON  LIMITED 


m/r  : 


*J?1Ja  ****** { !  H\ 


HEIM 

SUMMER  EXHIBITION  1974 

RELIGIOUS  AND  BIBLICAL  THEMES 
IN  FRENCH  BAROQUE  PAINTING 

29th  May  ■  30th  August  1974 
Open:  Mondays  to  Fridays  9.30  -  5.30 

59  JERMYN  STREET,  ST.  JAMES'S 
LONDON,  SW1Y  6LX 

Tel:  01-493  0688  Cables:  Heimgal,  London,  S.W.I 

Also  in  Paris:  15  Avenue  Matignon,  Paris  VIII 


HEATH-BULLOCK 

invites  you  to  GODALMING 
15-22  JUNE 


This  is  the  Pepperpot  and  it  stands  in  the  centre  of 
Godalming,  which  this  year  celebrates  the  400th  anniversary 
of  the  granting  of  a  charter  giving  borough  status. 

As  part  of  THE  FINE  ART  and  ANTIQUES  FESTIVAL  and 
to  coincide  with  the  Godalming  celebrations,  we  are  holding 
on  our  premises,  an  exhibition  of  recent  acquisitions. 

8  MEADROW       10-8  each  day 


Juifyf 


Two-pillar  mahogany  Dining  Table 
Width:  3  ft.  6  ins.  Length:  (1  leaf)  6  ft.  6  ins. 
(with  2)  8  ft. 


Crouch  Lane,  Borough  Green,  Kent     Borough  Green  3278 
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A  very  fine  pair  of  covered  side  dishes  of  the  Regency  period.  Made  in  London  in  1815  by 
Thomas  Robins,  tlicy  are  1  o\  indies  long,  81  inches  wide,  yl  inches  high 
and  weigh  an  impressive  140  ounces. 


Antique  English  Silver 

Choice  Georgian  Pieces — Collectors  Items 
18th  and  19th  Century  Flatware 

Our  collection  is  offered  throughout  the  United  States  by  an  illustrated 
catalogue,  which  is  available  on  request.  All  orders  are  sent  on  approval. 

Shop  hours  Tuesday  through  Saturday,  10  to  5.  Other  times  by  appointment. 
Closed  periodically  for  shows  and  buying  trips. 
An  advance  call  is  advisable  for  out-of-town  visitors. 

Tba  UON  MRRK 

(^Antique  English  Silver 

554  Lincoln  Avenue,  Post  Office  Box  276,  Winnetka,  Illinois  60093 
Phone  31 2-446-S448  •  Charles  W.  Packer  •  Virginia  W.  Packer 


IS' 


Samuel  Cooper  (Margaret  Lemon) 


Samuel  Cooper  and  his  contemporaries 

This  fully  illustrated  catalogue  is  published  to  coincide  with  the 
current  exhibition  at  the  National  Portrait  Gallery,  Samuel  Cooper 
and  his  contemporaries.  Cooper  (1609-72)  was  one  of  the  great 
masters  of  British  portraiture,  and  although  he  worked  only  in 
miniature,  he  deserves  comparison  with  contemporaries  such  as 
Van  Dyck  and  Rembrandt.  The  Catalogue  comprises  some 
20  pages  of  introductory  material  and  a  fully  illustrated  section  on 
Cooper's  contemporaries,  in  addition  to  the  75  pages  devoted  to 
Cooper's  works.  £4  (£4.36) 


History  of  the  King's  Works 

Vol  VI  (1782  1851) 

This  History  of  the  King's  Work  is  the  story  of  public  buildings 
from  the  Middle  Ages  up  to  the  middle  of  the  19th  century,  when 
the  Office  of  the  King's  Works  -  once  a  department  of  the  royal 
household  -  finally  became  a  ministry  fully  accountable  to 
Parliament.  The  present  volume  covers  a  period  of  reform  and 
experiment  which  involved  many  changes  in  the  organisation  of  the 
Office  and  much  controversy  about  its  functions.         £12.50  (£12.87) 


The  Heralds  of  England 

by  Sir  Anthony  Wagner,  KCVO,  D.LITT. 
Garter  Principal  King  of  Arms 

As  organisers  of  medieval  jousts,  the  heralds  became  expert  in 
recognising  the  armed  knight  by  the  devices  on  his  shield  -  the  skill 
of  armory  -  hence  called  heraldry.  Set  up  by  Mary  Tudor  in  their 
College  of  Arms,  in  modern  times,  they  have  become  Royal 
Household  officials,  registrars  of  arms,  genealogists,  antiquaries, 
designers  and  masters  of  ceremonies.  This  finely  produced  general 
history  of  the  heralds  and  their  College,  by  the  most  authoritative 
living  writer  on  the  subject,  illustrates  the  splendour  of  heraldic 
occasions  and  fills  a  notable  gap  in  English  historiography. 
(13  colour  and  31  collotype  plates)  'It  is  indeed  difficult  to  do  justice 
to  the  riches  so  ablv  spread  before  us  .  .  .'  antiquariks  journal 

£21  (£21.37) 


Art  Nouveau  &  Alphonse  Mucha 

Large  Picture  Book  No  18 

In  the  1890s  and  1900s  Mucha  achieved  international  fame  as  a 
designer  in  the  art  nouveau  style.  This  is  the  first  study  of  his  early 
vears.  of  his  rise  to  prominence  with  designs  and  posters  for 
Sarah  Bernhardt  and  of  his  contributions  to  the  forms  and 
feminine  ideals  of  the  period.  Illustrated.  50p  (571p) 


Visitors  to  Three  London  Museums 

This  survey  of  visitors  to  the  British  Museum,  Science  Museum  and 
National  Maritime  Museum,  was  designed  primarily  as  a  factual 
study  of  the  characteristics  of  museum  visitors  and  should  provide 
information  of  interest  to  the  museums  themselves.  90p  (97p) 


Prices  in  brackets  include  postage 

HMSO  Bookshops  and  agents  supply  Government  publications  in 
London  (post  orders  to  PO  Box  569,  SE1  9NH),  and  the  regions. 
Consult  the  Bookseller  section  of  Yellow  Pages  for  a  nearby 
stockist.  A  personal  visit  ensures  the  quickest  service,  but  orders  and 
free  lists  of  titles  (specifying  subject/s)  to  HMSO,  PM1A  (30N), 
Atlantic  House,  Holborn  Viaduct,  London  EC  IP  1BN. 


E3  HrfllSO  BOOKS 


IAN  G.  HASTIE 


Member  of  the  British  Antique  Dealers  Association 


Fine  late  1 8th  century  French  mantel  clock  by  'Schmit'.  Paris. 
The  Sevres  case  with  pale  blue  ground  and  white  biscuit  figures. 
Ormolu  feet  and  mounts. 
(Colour  print  on  request). 


MODEL  OF  REVOLUTIONARY  WAR  PRIVATEER  FAIR  AMERICAN 
BUILT  FOR  PRIVATE  COLLECTION.  THIS  AND  OTHER  MODELS 
ARE  ILLUSTRATED  IN  OUR  CATALOG  AVAILABLE  FOR  S2.00. 
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WILDENSTEIN 
Loan  Exhibition 

RICHARD  FORD  IN  SPAIN 

Drawings  by  the  author  of  the  famous 
Hand-Book  for  Travellers  in  Spain. 


5)  Richard  Ford  Casa  Sanchez,  Alhambra  Pencil  and  wash;  21.5  x  29.3  cm. 

Admission  25p. 
in  aid  of  The  National  Art-Collections  Fund 


6th  June- 12th  July 
147  NEW  BOND  STREET,  LONDON  Wl 


Perhaps  you  have  locked  away  pieces  of 
jewellery  or  old  silver,  only  seen  when  you 
open  the  safe  door,  which  Richard  Ogden 
would  be  pleased  to  purchase  at  highest 
possible  prices.  Alternatively,  he  will 
display  them  in  the  windows  of  his  shop  at 
retail  figures  for  a  selling  commission  of 
fifteen  percent;  the  historic  and  elegant 
Burlington  Arcade  attracts  visitors  from 
all  over  the  world  the  whole  year  round. 
Richard  Ogden  guarantees  honest  evaluation 
and  very  personal  service.  Enquiries  are 
treated  in  the  strictest  confidence. 

RICHARD  OGDEN 

International  Jeweller 

28  &  29  BURLINGTON  ARCADE  PICCADILLY 
LONDON  Wl 

Telephone:  01-493  9136/7  &  6239 


CHINESE 


GALLERY 


31st  MAY  -  28th  JUNE  . . . 

EXHIBITION 
OF 
CHINESE 
PAINTINGS  : 

19th  &  20th  century  

TRADITIONAL  SCROLL  &  FAN  PAINTINGS 
MONDAYS  TO  FRIDAYS.  10  a.m.  to  5  p.m. 

40,  GT.  RUSSELL  ST.,  LONDON  W.C.I. 


JADE  MOON  VASE 

Among  Clouds 
with  Dragon  and  Precious  Pearl 
Grey  with  Rust  Markings 
Ch'ien  Lung  Period 
5  inches  x  6  inches 

ALEXANDER  WALLEN,  INC. 

Dealers  in  Oriental  and  Continental  Arts 


SUITE   737  •  BENJAMIN    FOX  PAVILION 
JENKINTOWN,      PENNSYLVANIA      1  9046 
PHONE:   (215)   TURNER  6-5653 

SINGLE  ITEMS  AND  COLLECTIONS  PURCHASED 
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Bonham's 


Founded  ijqj 


ine  Art  Auctioneers  and  Valuers 


vthcoming  Sales 

tesday,  4th  and  1 8th  June,  at  1 1  am 
,VER 

tdnesday,  12th  and  26th  June,  at  1 1  am 
VTERCOLOURS,  DRAWINGS  AND  PRINTS 

tdnesday,  26th  June,  at  1 1  am 
RPETS  AND  RUGS 

mrsday,  6th  June,  at  1 1  am 
<IE  PAINTINGS 

•ursday,  6th,  13th,  20th  and  2yth  June,  at  1 1  am 
GLISH  AND  CONTINENTAL  FURNITURE 

•ursday,  ijt/i  and  20th  June,  at  1 1  am 
GLISH  AND  CONTINENTAL  PAINTINGS 

•ursday,  2jth  June,  at  1 1  am 

COLLECTION  OF  FINE 

GLISH  AND  CONTINENTAL  PAINTINGS 

day,  jth  and  21st  June,  at  1 1  am 
'RCELAIN  AND  WORKS  OF  ART 

day,  14th  June,  at  1 1  am 
HNOGRAPHICA,  ANTIQUITIES,  ARMS 
DMILITARIA 

day,  28th  June,  at  1 1  am 

JENTAL  CERAMICS  AND  WORKS  OF  ART 


iyth  century  Flemish  School,  A  painted  cabinet  decorated 
with  Religious  Scenes 


bert  Salmon,  An  American  whaling  fleet  in  the  Arctic,  oil  on  canvas, 
x  28  inches 


Angelo  Inganni,  The  Cathedral  Square,  Alilan, 
oil  on  canvas,  signed  and  dated  1844 


&  F  C  BONHAM  &  SONS  LTD 

ontpelier  Street  •  Knightsbridge  •  London  SW7  ihh  ■  Telephone:  01-584  916 1  •  Telegrams:  bonhams  London  SW7 


Telephone: 
(y3)  30.77.40 


George  I  Bureau  Cabinet 
Plum  Pudding  Mahogany 
Swan  Neck  Pediment  with  Cartouche 
Fluted  Pilasters  with  Ionic  Capitals 
Cabinet  has  Fitted  Interior 
Base  of  Three  Drawers,  Canted  Corners 
And  Mounted  On  Ogee  Feet 


42' 
22' 
98' 


wide 
deep 
high 


BLACK- NADEAU 
GALLERY 

Avenue  des  Beaux-Arts 
MONTE-CARLO 
MONACO 

Fine  European  Sculpture, 
Bronzes  and  Works  of  Art 

from  the  Renaissance 
through  the  early  20th  c. 
for  the  collector 
and  museum. 
Also  19th  and 
early  20th  c. 
Paintings. 


Cables: 
BLANART,  Monaco 


England 


Pair  of  marked  Spode  porcelain  vases  with 
applied  yellow  and  black  birds  together  with 
applied  and  painted  flowers,  heightened  with 
gilding.  Height:  5".  Circa:  1820-30. 

Marked  Bloor  Derby  colorful  floral  encrusted 
porcelain  pot  on  stand,  heightened  with 
gilding.  Height:  7".  Circa:  1825. 


Very  colorful  continental  porcelain  parrot 
perched  on  tree  stump.  Height:  5". 
Circa:  1  860. 


CHARLES  &  ANN  BAUMANN 

449  Westminster  Avenue, 
Elizabeth,  N.  J.  07208. 

212-SA  2-6586  (weekdays) 

201  -EL  4-0535  ( weekdays  and  evenings) 


Circa  1725 


Main  at  Fourteenth  Street 
HOPKEVSVILLE,  KENTUCKY  •  42240  •  Phone:  502  886-3911 


Christie's 


Monday,  June  24th  and 
Tuesday,  June  25th 


The  Frederick  M.  Mayer  Collection  of  Chinese  Art 


'57 


Christie's 


Monday,  June  24th  and 
Tuesday,  June  25th 
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Christie's 


Monday,  June  24th  and 
Tuesday,  June  25th 


Christie's 


Monday,  June  24th  and 
Tuesday,  June  25th 


Large  Yiieh  oviform  jar  and  cover,  Northern  Ch'i  Dynasty,  13  Jin.  high. 


Catalogue  (79 plates  in  colour,  200  in  black  and  white)  available  from  our  London  Office, 
price  £10.00  post  paid,  or  from  our  New  York  Office,  price  $25.00  post  paid. 

AH  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 


Monday,  July  1st 
at  9  p.m. 


Impressionist  Paintings 

Including  the  Property  of  Mrs.  Ernest  Kanzler. 


Femme  avec  parasol  dans  un  jardin,  by  Pierre  Auguste  Renoir,  signed,  painted  c.  1873,  21|in.  by  25iin. 


Christie's 


Monday,  July  1st 
at  9  p.m. 


Femme  mettant  ses  gants,  by  Edgar  Degas,  stamped  (L.658),  painted  c.  1877,  25in.  by  19in. 


Catalogue  (16  plates  in  colour)  available  from  our  London  Office,  price  £3.20  post  paid, 
or  from  our  New  York  Office  price  $8.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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r 

Christie's 


Tuesday,  July  2nd 
at  11  a.m. 


Impressionist  and  Modern 
Paintings,  Drawings  and 
Sculpture 

The  Properties  of  the  late 

Lady  Patricia  Ramsay,  and  others 

including  a  group  of 

pictures  from  the 

collection  of  Dr.  Armand 

Hammer 


Profil  de  femme,  by  Odilon  Redon, 
signed,  25i!in.  by  19^in. 


163 


Christie's 


Tuesday,  July  2nd 
at  2.30  p.m. 


Catalogues  for  the  morning  sale  (Impressionist)  and  the  afternoon  sale  (Modern),  available  from  our  London  Office,  price  £3.50 
each  post  paid,  or  from  our  New  York  Offices,  price  S9.00  each  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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I  

Christie's 


Friday,  June  28th 


Important  Pictures  by  Old  Masters 

The  Properties  of  Anthony  Besse,  Esq.,  Captain  Evelyn  Broadwood,  M.C., 

Mrs.  Bernard  F.  Combemale,  The  Earl  of  Elgin  and  Kincardine, 

Lady  Margaret  Fortescue,  Lord  Montagu  of  Beaulieu,  Dr.  and  Mrs.  Richard  H.  Rush, 

The  Hon.  Derek  Winn,  Esq.,  The  late  Mrs.  D.  M.  Van  Moppes, 

The  late  Lady  Patricia  Ramsay,  The  Fisher  Collection,  and  others. 


Extensive  wooded  river  landscape  at  sunset,  with  the  Holy  Family  on  the  Flight 
into  Egypt,  and  peasants,  their  pony  and  cattle  nearby,  by  Aelbert  Cuyp, 
signed,  on  panel,  37in.  by  35|in. 


Capriccio  harbour  scene  with  sailing  vessels,  and  figures  on  the  quay,  by  Francesco  Guardi,  12  Jin.  by  2(H  in. 


Christie's 


Friday,  June  28th 


Fishing  boats  inshore  in  a  calm  with  men-of-war  beyond,  by  Willem  van  de  Velde  the  younger, 

signed  with  initials,  13in.  by  15in. 


Wooded  river  landscape  in  winter  with  a  windmill  and  cottages,  by  Aert  van  der  Neer,  signed  with  two 

monograms,  on  panel,  21  jin.  by  27Ain. 
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Christie's 


Friday,  June  28th 


Catalogue  (121  plates,  including  1  in  colour)  available  from  our  London  Office,  price  £2.20  post  paid, 
or  from  our  New  York  Office,  price  $6.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 


Thursday,  June  13th  and 
Friday,  June  14 


Fine  Continental  Pictures  of  the  19th  and  20th  Centuries 


Oudewater,  Holland,  by  Pieter  Cornells  Dommersen.  signed  and  dated,  1893, 
on  panel,  18in.  by  24in. 


River  landscape  at  sunrise,  by  Hermanus  Koekkoek,  signed  and  dated  1845, 

16in.  by  20iin. 


Catalogue  (63  plates),  available  from  our  London  Office,  price  £1.70  post  paid, 
or  from  our  New  York  Office,  $5.00  post  paid. 

AlJ  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 


Thursday,  June  27th 


Important  French  Furniture. 


Louis  XVI  ormolu  and  porcelain  mounted  secretaire,  by  A.  Weisweiler,  26|in.  wide,  15in.  deep,  49iin.  high. 

Catalogue  {77  plates,  including  2  in  colour)  available  from  our  London  Office,  price  £1  95  post  paid 
or  from  our  New  York  O  ffice  price  $5.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's  in  Madrid 


At  the  Palace  Hotel. 


Thursday,  June  27th 
at  8  p.m. 


Modern  Spanish  and 
French  Paintings,  Old 
Master  Drawings, 
Porcelain  and  Other 
Works  of  Art 


Woman  in  front  of  a  mirror,  by  Juan  Barjola, 
signed,  42!in.  by  45in. 


Illustrated  catalogue  available  from  our  London  or  New  York  Offices. 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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.JL  XX  JL        LXV/      v3         Sales  begin  at  11  a.m.  precisely,  unless  otherwise  stated  and  are  subject 

to  the  conditions  printed  in  the  catalogues.  Those  sending  Commissions 
|  J*£l"lCO TTUr"!^   ScilCS         °r  ma'im^  ^fl"'™05*  should  refer  to  the  sale  code  name  which  is  in  brackets 


JUNE 
Monday  3rd 

Fine  Continental  Porcelain  (Mennecy) 
Monday  3rd  at  1 1  a.m.  and  2.30  p.m. 
Fine  Chinese  Jades  and  Snuff-bottles 
(Stella) 

Tuesday  4th  at  10.30  a.m. 

Important  English  Drawings  and 

\\  atereolours  (Tobias) 

Tuesday  4th  at  10.30  a.m. 

Indian,  Tibetan,  Nepalese  and  Islamic 

\\  orks  of  Art  (Soma) 

Wednesday  5th 

English  and  Foreign  Silver  (Partis) 
Wednesday  5th 
Arms  and  Armour  (Colt) 
Thursday  6th 

Nineteen  Printed  Books,  1459-1501,  and 
Two  Illuminated  Manuscripts  from  the 
Chatsworth  Library  (Chatsvvorth) 

Thursday  6th  at  1 1  a.m.  and  2.30  p.m. 
English  and  Continental  Furniture, 
Objects  of  Art,  Eastern  Rugs  and  Carpsts 
(Garth) 
Thursday  6th 

Fine  Claret,  White  Bordeaux  and 
Madiran  Wine  Lying  Overseas  (Bacalan) 
Thursday  6th  at  2.30  p.m.  and 
Friday  7th 

Fine  Pictures  by  Old  Masters  (Camilla) 
Monday  10th 

The  Ko  Family  Collection  of  Chinese 
Snuff-bottles  (Part  IV)  (Ko) 
Monday  10th  and  Tuesday  11th 
Fine  Chinese  Ceramics  and  Works  of  Art 

(Anyang) 
Tuesday  1 1  th 

Fans,  Costume,  Lace,  Textiles  and 
Embroidery  (Fan) 
Tuesday  1 1th  at  12  noon 
Christie-Restell  Sale  of  Trade  Stocks  at 
Beaver  Hall,  E.C.4  (Duff) 

Wednesday  12th  at  10.30  a.m. 
Printed  Books  and  Autograph  Letters 

(Wedmore) 
Wednesday  12th 

Fine  Musical  Instruments  (Tierce) 


Thursday  13th 

Fine  English  Furniture  and  Objects  of  Art 

(Gates) 

Thursday  13th  at  2.30  p.m.  and 
Friday  14th 

Fine  Continental  Pictures  of  the  19th  and 
20th  Centuries  (Primrose) 

Monday  17th 

Fine  English  Pottery  and  Porcelain 

(Chelsea) 

Monday  17th 

Fine  Japanese  Lacquer  and  other 
Works  of  Art  (Tansu) 

Tuesday  18th  at  10.30  a.m. 
English  Drawings  and  \\  atereolours 

(Oberon) 

Tuesday  18th  at  10.30  a.m. 

Fine  Miniatures  and  Objects  of  Vertu 

( M  unia) 

Wednesday  19th 
Important  Jewels  (Gilano) 

Wednesday  19th 

English  and  Foreign  Silver  (Quillian) 

Thursday  20th  at  1 1  a.m.  and  2.30  p.m. 
Important  English  Furniture,  Eastern  Rugs 
and  Carpets  (Gillow) 

Thursday  20th  and  Friday  21st 

Fine  Bordeaux  mainly  from  Private  Cellars 

(Barton) 

Friday  21st  at  10.30  a.m. 

Important  English  Pictures  (Honesty) 

Monday  24th 
Icons  (Byzantium) 

Monday  24th  and  Tuesday  25th 

The  Frederick  M.  Mayer  Collection  of 

Chinese  Art  (Mayer) 

Tuesday  25th  at  10.30  a.m.  and 

Wednesday  26th  at  1 1  a.m.  and  2.30  p.m. 

Important  Old  Master  Drawings  (Crispin) 

Wednesday  26th 

The  Ortiz-Patiiio  Collection  of  Highly 
Important  French  Gold  Boxes  (Part  III) 

(Paradise) 

Wednesday  26th  at  1 1.30  a.m. 
Highly  Important  English  and  Foreign 
Silver  and  Gold  (Ramsay) 


Wednesday  26th  at  10.30  a.m.  and  2.30  p.m. 
Fine  Clocks,  Watches  and  Scientific 
Instruments  (Epsilon) 
Thursday  27th  at  1 1  a.m.  and  2.30  p.m. 
Important  French  Furniture  and 
Tapestries,  Objects  of  Art  and 
Ormolu-mounted  Porcelain  (Gordon) 
Thursday  27th 

English,  Foreign  and  Ancient  Coins, 
Important  Orders  and  Decorations 

(Lonsdale) 

Thursday  27th  at  1 1  a.m.  and  2.30  p.m. 
Finest  and  Rarest  Wines,  Relics  and 
Collectors'  Pieces  (Tappit) 
Friday  28th 

Important  Pictures  by  Old  Masters 

(Clementine) 

JULY 

Monday  1st  at  10.30  a.m.  and  2.30  p.m. 
Fine  Chinese  Jades  and  Snuff-bottles 

(Crystal) 

Monday  1st  at  9  p.m. 
Impressionist  Paintings  (Fleur) 
Tuesday  2nd 

Impressionist  Paintings,  Drawings  and 

Sculpture  (Fleur) 

Tuesday  2nd  at  2.30  p.m. 

Modern  Paintings,  Drawings  and  Sculpture 

(Fleur) 

Wednesday  3rd 

Valuable  Printed  Books  (Fashion) 
Wednesday  3rd  at  1 1  a.m.  and 
Thursday  4th  at  10.30  a.m. 
Important  Old  Master  and  Modern  Prints 

(Walter) 

Thursday  4th  at  1 1  a.m.  and  2.30  p.m. 
Fine  Continental  Furniture  and  Tapestries, 
Objects  of  Art,  Eastern  Rugs  and  Carpets 

(Griffin) 
Thursday  4th 

Vintage  Port,  Sherry  and  Cognac  (Negus) 
Thursday  4th  at  2.30  p.m.  and 
Friday  5th 

Fine  Continental  Pottery  and  Porcelain 

(Cozzi) 

Friday  5th  at  10.30  a.m. 
Impressionist  and  Modern  Paintings, 
Drawings  and  Sculpture  (Fleur) 


SALES  OVERSEAS 

In  Spain  At  the  Palace  Hotel,  Madrid 

Thursday,  June  27th  at  8  p.m. 

Modern  Spanish  and  French  Paintings,  Old  Master 

Drawings,  Porcelain  and  other  Works  of  Art  (Cibeles) 

SPECIAL  VIEWING  TIMES 

Christie's  will  be  open  from  6  p.m.  to  1 1  p.m.  on 
Monday,  June  24th  for  a  special  view  of  Highly  Important 
Works  from  the  Frederick  M.  Mayer  Collection  of  Chinese 


Art,  Impressionist  Paintings  and  Drawings  from  the  Collections 
of  Mrs.  Ernest  Kanzler  of  Detroit,  Dr.  Armand  Hammer  of 
Los  Angeles,  and  others.  Old  Master  Pictures,  Old  Master 
Drawings,  French  Furniture,  Gold  Boxes  from  the 
Ortiz-Patino  Collection  (Part  III),  English  and  Foreign  Silver 
and  Gold  and  other  works  of  art. 
Christie's  will  also  be  open  from  10  a.m.  to  5  p.m.  on 
Sunday,  June  30th  for  a  special  view  of  the  Impressionist 
paintings  and  other  works  of  art  to  be  sold  during  the 
coming  week. 


Our  representatives  in  America :  California :  Barbara  Roberts  Associates  Inc. 

New  York:  Perry  T.  Rathbone,  Christopher  Burge,  David  Hall  450  North  Ro.xbwy  Drive,  Beverly  Hills, 

867  Madison  Avenue,  New  York,  N.  Y.  10021.  Tel:  (212)  744  4017.  California  90210. 

Telex:  New  York  620721.  Cables:  Chriswoods.  N.  Y.  Te':  (213)  273.0550.  Telex:  Beverly  Hills  674858. 


Telephone:  (01)  839  9060    Telex:  916429 
8  King  Street  St  James's  London  SWlY  6QT      Telegrams:  Christian  London  swi 


T.  BEHRENS 


recent  paintings 


18  June  -  12  July 


WILLIAM  DARBY 
36  New  Bond  Street 
London  W1Y  9HD 
01-629  3108 


A  fine  and  rare  Dr.  Wall  WORCESTER  triple  sh< 
Sweetmeat  Stand,  brilliantly  painted  in  colours.  Cira  ' 

ALBERT  AMOR 

LIMITED 

37  BURY  STREET 
ST.  JAMES'S,  S.W.I 

TELEPHONE:  01-930  2444 
TELEGRAMS:  AMORIFER  LONDON 


_ 


UNIVERSITY- LIGGETT 

ANTIQUES  SHOW 

UNIVERSITY-LIGGETT  SCHOOL 

850  Briarcliff  Drive  •  Grosse  Pointe  Woods,  Michigan  48236 
(313)  886-9229 

JUNE  13-14-15, 1974 

Thursday  &.  Friday,  noon  to  10  p.m.  •  Saturday,  noon  to  6  p.m. 


EXHIBITORS 


CONNECTICUT 
Donald  J.  Lewis 
Hastings  House 
Hobart  House 
Litchfield's  Fine  Arts 
Bryce  George  Muir 
Thomas  D.  &. 

Constance  R.  Williams 

• 

FLORIDA 

Helen  McGehee 
J.  J.  Thompson 

ILLINOIS 

Lawrence  E.  King 
Spruce  Antiques 
Taylor  B.  Williams 
Willis  House  Antiques 

MARYLAND 

Wm.  Blair,  Ltd. 

MASSACHUSETTS 
John  Bihler  &.  Henry  Coger 
Ronald  Bourgeault 

MICHIGAN 

Mildred  Friedman 
Freda  K.  Goodman 
Maze  Pottinger  Antiques 
Village  Green  Antiques 
Fran  Weiss 


NEW  JERSEY 
Fred  B.  Nadler 
Leonard  Balish 


NEW  YORK 

Raymond  B.  Knight  Corp. 
E.  Grosvenor  Paine 
C.  C.  Sparks 
Norman  White 

Robert  Thomas — Robert  Seifert 
(The  Macberns  Antiques) 

OHIO 

Antiques  America 
Joan  R.  Coulter 
Hattie  B.  Miller 
Wilmar  Antiques 

PENNSYLVANIA 
Irvin  &  Dolores  Boyd 

(Meetinghouse  Antique  Shop) 
Alfred  Bullard,  Inc. 
Elinor  Gordon 
Ralph  M.  Meyer 
Mill  Run  Antiques 
Joseph  Stanley 
N.  Pendergast Jones 

VERMONT 
Betty  Sterling 

(Brainstorm  Farm  Antiques) 
Nimmo  &.  Hart 

VIRGINIA 

The  Virginians 

WISCONSIN 
Mrs.  O.  M.  Diebler 


MANAGED  BY  RUSSELL  CARRELL 


BRITISH  ANTIQUES^ 
EXPORTERS  LTDsaSISiS 

Wholesale  Exporters 
Independent  Packers 
&  Shippers 

New  Road  Industrial  Estate, 
Newhaven,  Sussex 
 TEL:  NEWHAVEN  (07912)  5561  (8  LINES)  


RESEARCH  CONSULTANTS 

Staff  art  historian  and  paleographer,  other  specialists  available, 
undertake  research  commissions,  confidentiality  respected.  Phone 
01-947  5614- 

ROUTLEDGE  ASSOCIATES 

25  Woodhaycs  Road,  London,  S.W.19. 


Catfjeralte  of  Chester 

Established  1909 

Old  English  Furniture  and 
Tudor  House  Sporting  Pictures 

Lower  Bridge  Street 

Chester  20095 


Offering 

ANTIQUE  DUTCH  TILES 

for  collectors  and  restoration 

E.  HORN 
Alinghoek  7,  Drouwen  (Dr)  Ncdcrland 
Ph.  05999-4409 

(I  would  also  like  to  exchange  or  buy  antique  English  tiles  from  collectors) 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


GARRARD  WISH  TO  PURCHASE 

Jewellery  and  silver  by  Robert,  James  or 
Sebastian  Garrard.  Most  pieces  will  be  marked 
'Panton'  or  'Albemarle'  Street. 

GARRARD 

The  Crown  Jewellers 
112  Regent  Street,  London,  W1A  2JJ  Tel:  01-734  7020 


O'HANA  GALLERY 


19TH  AND  20TH  CENTURY 
PAINTINGS  AND  SCULPTURE 
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Abbie  Vischschoonmaker  Galleries 

International 

Rugs  and  Tapestries 
Specialists  in  Antique  Oriental  Silk  Rugs  and  Carpets 


A  Silk  and  Silver  thread  Kum  Kappo  Hunting  Rug  -  early  19th  century. 


Our  galleries  wish  to  purchase  carpets  of  distinction  for  our  international  clientele. 


Gallery 

2  Zevenend 

Laren  n.h. 

The  Netherlands 

Telephone:  2153  83806 


Head  Office 
P.O.  Box  97 
Laren,  The  Netherlands 
Telephone:  2153  89013 


Gallery 
47  Maddox  Street 
(off  New  Bond  Street) 
London,  W.l 
Telephone:  01-493  8589 
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Anno  Domini 

66  Pimlico  Road,  London  swi 
Tel:  01-730  5496 

17th,  18th  and  Early  19th  century  furniture, 
mirrors  and  decorative  items 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  w  1 
Tel:  01-629  6176 

Paintings,  Watercolours ,  Drawings  and 
Engravings  oj  all  Scliooh 

Albert  Amor  Ltd. 

'    37  Bury  Street,  St. James's,  London  swi 
Tel:  01-9302444 
English  and  Continental  Porcelain 

Maria  Andipa's  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Creek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  19th  Century 

Arcade 

28  Old  Bond  Street,  London  w  1 
Tel:  01-493  1879 

Works  of  Art from  Classical  Greece  to  the 
19th  century 

A.  Arditti 

12b  Berkeley  Street,  London  w  1 
Tel:  01-629  0885 

Tapestries,  needlework,  textiles 

Barling  of  Mount  Street 

112  Mount  Street,  London  wiy  5HE 

Tel:  01-499  2858.  Cables :  Bargro,  London  wi 

Early  English  and  Continental furniture,  early 
European  and  oriental  works  of  Art 

Baxter 

191-193  Fulham  Road,  London  SW3 

Tel:  01-352  9826 

Fine  18th  century  English  Furniture 

(    Bentley  &  Co. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651/0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

N.  Bloom  &  Son 

153  New  Bond  Street,  London  wi 
Tel:  01-629  5060 

Antique  Silver  Jewellery,  Bronzes,  Objets  d'Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  w  1 
Tel:  01-429  4018/3397 
Chinese  Ceramics  and  Works  of  Art, 
Islamic  Pottery 


Brod  Gallery 

24  St. James's  Street,  London  swi 
Tel:  01-839  3781/2 

Fine  Paintings  and  Drawings 
Bruford  &  Carr 

91  Mount  Street,  Mayfair,  London  wi 
Tel:  01-499  7644 

Antique  and  modern  domestic  silverware  and 
individualistic  jewellery 

W.  G.  T.  Burne 

11  Elystan  Street,  London  s W3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 

Clarges  Gallery 

5  Clarges  Street,  London  wi,  Tel:  01-629  3715 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  19th  and  20th  centuries 
by  Appointment 

William  Clayton  Ltd. 

38  Bury  Street,  St. James's,  London  swi 
Tel:  01-930 1 173 

Fine  Chinese  jade  porcelain  and  works  of  art 
Edward  Cohen 

40 Duke  Street,  St. James's,  London  swi 
Tel:  01-839  5180 

Fine  paintings 
Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-493  1943 

Fine  old  master  paintings,  drawings  and  prints 

Richard  Courtney 

114  Fulham  Road,  London  s  w  3 
Tel:  01-370  4020 

Fine  1 8th  century  English  furniture  and 
works  of  art 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel:  01-5847566 

20th  century  masters,  neglected  painters 
younger  British  artists 

Drian  Galleries 

5-7  Porchester  Place,  London  W2 
Tel:  01-723  9473 

Modern  Masters 


Philip  Duncan  Ltd. 

Lowndes  Lodge,  28  Lowndes  Street, 
London  swi,  Tel:  01-235  1512/1513 

18th  Century  Furniture 
Porcelain  and  Works  of  Art 

Tom  Errington  Ltd. 

26  Sackville  Street,  London  wi 
Tel:  01-437  2606 

Dealers  in  Chinese  Archaeology,  Bronzes from  the 
Shang  Dynasty,  pottery  to  end  of  T'ang  Dynasty 

Ferrers 

9  Piccadilly  Arcade,  London  swi 
Tel:  01-493  6948 

French  Paintings  and  Drawings  from  ijooto  1900, 
Victorian  Paintings  and  Art  Nouveau 

Fernandes  &  Marche 

17  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  °773 

18th  Century  Furniture,  English  gilt-wood  mirrors 
and  tables 

Fischer  Fine  Art  Ltd. 

30 King  Street,  St. James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5n6 

British  Art  of  the  18th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

S.  Franses 

71  Knigbtsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Franses  of  Piccadilly 

1 69  Piccadilly,  London  w  1 ,  Tel :  629  24  34/1935 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  w  1 
Tel:  01-629  2457 

18th- 19th  Century,  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
18th  and  19th  centuries 


Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St. James's,  London  swi 
Tel:  01-9306821 

Italian  17th  and  18th  Century  Paintings, 
French  Paintings  of  the  Barbizon  School 

Heim  Gallery 

59jermyn  Street,  St.  James's/London  swi 
Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London,  wiy  2NY.  Tel:  01-499  3011 

Antique  and  modern  jewellery  and  silver,  domestic 
silver  by  the  Hennells  from  1737. 

Herner  Wengraf 

62  South  Audley  Street,  London  wi 
Tel:  01-6290223 

Fine  Old  Masters  and  1  9th  Century  Paintings 


Williamjob 

84-86  Pimlico  Road,  London  swi 

Tel:  01-730  7374  » 

W orks  of  Art,  Early  English  and  Continental 
furniture,  objects  and  implements 

Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street,  ' 
London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  of  the  1 8th  and  1 91 
Centuries 

Kaplan  Gallery 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665 

19th  and  20th  Century  French  Paintings 
H.  W.  Keil 

27-29  Brook  Street,  London  wi 
Tel :  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 


Galerie  George 

96-98  George  Street,  London  wih  5RI 
Tel:  01-935  3322 

18th  and  19th  century  fine  English  and  Continental 
paintings.  Large  selection  at  competitive  trade  prices 

David  Geider  Gallery 

9  West  Halkin  Street,  London  swi 
Tel:  01-235  5623 

Dutch  1 7th  to  19th  Century  Paintings  and 
English  18th  and  19th  Century  sporting, 
landscape  and  marine  paintings 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wi 
Tel:  01-629  2008/9 

English  and  Oriental  works  of  Art  and  Paintings 

Gimpels  Fils 

30  Davies  Street,  London  wi 

Tel:  01-493  2488,  Cables :  Glimpelfils  London 

20th  Century  and  Contemporary  Paintings  and 
Sculpture 

Glaisher  &  Nash 

Lowndes  Lodge,  Cadogan  Place,  London  swi 
Tel:  01-235  2285 

18th  and  early  19th  century  furniture  and 
works  of  art 

Grabowski 

84  Sloane  Avenue,  London  SW3 

Tel:  01-589  1868 

Contemporary  paintings  and  tapestry 

Richard  Green 

44  Dover  Street,  London  wi ,  Tel:  01-493  7997 
Fine  Paintings 

Grosvenor  Gallery 

48-49  South  Molton  Street,  London  wi 
Tel:  01-6290891 

20th  Century  Masters,  Contemporary  European, 
American  and  Chinese  Paintings  and  Sculpture 

Hallsborough  Gallery 

143  New  Bond  Street,  London  wi 

Tel:  01-499  I923,  Cables:  Pictorio,  London  wi 

Important  Old  Masters,  I9th-20th  Century 
Paintings 

W.  R.  Harvey  &  Co.  (Antiques)  Ltd. 

67-70  Chalk  Farm  Road,  London  n  w  1 
Tel:  01-267  2767  and  01-485  1504 

Specialists  in  18th  and  early  19th  Century  English 
Furniture,  and  works  of  art 

Harvey  &  Gore 

4  Burlington  Gardens,  London  wix  ile 
Tel:  01-493  2714 

Antique  jewellery  and  silver,  Sheffield  Plate 


Hollingshead  &  Co. 

783  Fulham  Road,  sw6 
Tel:  01-385  8519 

Marble  or  Wood  Fireplaces  and  Grates.  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  work  undertaken 

Holmes 

29  Old  Bond  Street,  London  wi 
Tel:  01-493  1394 

fewellery,  Antique,  Victorian  and fine  modem 
silver 

George  Horan  (Oriental  Antiques)  Ltd. 

28  St.  Christopher's  Place,  Wigmore  Street, 
London  w  1,  Tel:  01-935  7359(01-622  5968 
after  7  p.m.) 

By  appointment  suppliers  to  the  Corps  Diplomatique 
Oriental  ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 

Howard  Antiques  Ltd. 

8  Davies  Street,  London  wi,  Tel:  01-629  2628 

Fine  Furniture,  Paintings,  Porcelain  and 
Works  of  Art 

Henry  Jacobs 

174a  Kensington  Church  Street, 
(entrance  in  Kensington  Mall) 
London  w8,  Tel:  01-229  2988 

19th  Century  English  and  Continental  Paintings. 
Specialising  in  Dutch  Paintings  of  the  Romantic 
School 

Alan Jacobs 

15  Motcomb  Street,  Bclgrave  Square, 

London  swi,  Tel:  01-235  5944 

I7f/i,  18th  and  19th  Century  Dutch  Masters 


Brian  Koetser  Gallery 

38  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  6309 

Old  Master  Paintings  of  the  Dutch  and  Flemish 
Schools  i6th-i7th  centuries 

Leonard  Koetser  Gallery 

13  Duke  Street,  St.  James's,  London  swi 
Tel  =01-9309348/9 

Dutch  and  Flemish  masters  of  the  16th-  17th 
Centuries 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 

Tel:  01-242  7624 

and  at  John  Dalton  House, 

4john  Dalton  Street,  Manchester  M2  6jp 

Tel:  061-834  2420 and 061-832  9036 

Buyers  and  exporters  of  antique  silver,  silver  plate 
and  jewellery 

Michael  Leach 

8  Holbein  Place,  London  swi 
Tel:  01-730  1957 

1 7th  and  1 8th  century  Oak  and  decorative 
oriental  items 

R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
Tel :  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 

Important  stock  of  early  works  of  art,  paintings, 

furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  w  1 ,  Tel :  01-629  22; 
19th  and  20th  Century  French  Paintings 

Leger  Gallery 

13  Old  Bond  Street,  London  wi 
Tel:  01-629  3538/9 

Old  Masters  of  the  European  schools  14th  to  19th 
Centuries  and  Early  English  Watercolours 


Leicester  Galleries 

22a  Cork  Street,  London  wi ,  Tel:  01-437  8995 
Paintings,  Sculpture  and  Drawings  by  igth  and  20th 
Century  Artists 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Fine  quality  works  of  Art  for  the  small  collector, 
watercolours,  drawings,  oils 

Little  Winchester  Gallery 

36a  Kensington  Church  Street,  London  w8 
Tel:  01-937  8444 

Fine  Paintings  from  the  igth  Century  to 
Post  Impressionism 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 
London  wi.Tel:  01-7342302 

18th  and  igth  Century  English  Paintings, 
drawings  and  watercolours 

Bruce  McAlpine 

15c  Clifford  Street,  New  Bond  Street, 
London  w  1 ,  Tel :  0 1-73  4  4202 

Ancient  Art  and  Oriental  Furniture 

Mallet  &  Son  (Antiques)  Ltd. 

40  New  Bond  Street,  London  w  1 

Tel:  01-499  741 1,  Cables :  Malletson  London  wi 

Fine  English  and  Continental  Furniture  and 
works  oj  Art 

Mallet  of  Bourdon  House  Ltd. 

2  Davies  Street,  Berkeley  Square,  London  w  1 
Tel:  01-629  2444/5 

Continental  Furniture  and  Objects  d'Art, 
Garden  Statuary  and  Furniture 

John  Manning  Gallery 

71  New  Bond  Street,  London  wi 
Tel  .-01-629  4629 

Old  and  Modern  Drawings  of  the  English  and 
Continental  Schools 

Marlborough  Fine  Art 

39  Old  Bond  Street,  London  wi 
Tel:  01-629  5161,  Cables :  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel  :  01-629  5 1 6 1 ,  Cables :  Bondartos 
Contemporary  Graphics  and  Multiples 

Mayorcas  Ltd. 

38Jermyn  Street,  St. James's,  London  swi 
Tel:  01-629  4195 

Antique  Textiles,  Fine  European  Tapestries 


Roy  Miles 

95  Eaton  Place,  London  swi ,  Tel:  01-235  4792 

Specialising  in  English  pictures  oj  the  1 7th  and  1 8th 
Centuries,  also  Dutch  and  Flemish  Old  Masters 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 

Old  Master  Paintings 

Hugh  M.  Moss  Rugs  Ltd. 

12  Bruton  Street,  London  wix  7AH 
Tel:  01-499  5625  and  1830 

Oriental  works  of  art,  especially  Chinese 
porcelain,  jades,  enamels,  furniture,  bronzes  and 
snuff  bottles 

Motif 

35  Connaught  Street,  London  W2 
Tel:  01-723  9477 

Multiples,  lithographs,  graphic  prints  and  posters 
by  leading  contemporary  artists 

M.  Newman  Ltd. 

43a  Duke  Street,  St. James's,  London  swi 
Tel:  01-930  6068 

Selected  paintings  and  drawings  of  the 
igth  and  20th  Century 

New  Grecian  Gallery 

3 1  Brook  Street,  London  wi 
Tel:  01-493  935° 

Early  Russian,  Greek  and  Middle  Eastern  icons. 
Important  Spring  and  Autumn  exhibitions. 

Gerald  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

1 8th  and  igth  Century  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St. James's,  London  swi 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery ,  Jewellers  and 
Silversmiths for Jour  generations.  Also  of  Harrogate 

O'Hana  Gallery 

13  Carlos  Place,  Grosvenor  Square,  London  wi 
Tel:  01-499  1562 

Paintings  and  Sculpture  from  the  igth  and  20th 
Centuries 

Omell  Galleries 

22  Bury  Street,  St.  James's  swi 
Tel:  01-839  4274 

Fine  igth  Century  paintings  at  realistic  prices 
Omell  Galleries 

49  Albemarle  Street,  Piccadilly,  London  w  1 
Tel:  01-839  4274 

20th  Century  and  Contemporary  Paintings  and 
John  Bentham-Dinsdale  "Clipper  Ships  and 
Sea  Battles" 


Hal  O'Nians 

6  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  9392 

Old  Master  Paintings  and  Drawings 

Parker  Gallery 

2  Albemarle  Street,  London  w  1 , 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

Oriental  Antiquities 

21  Barett  Street,  London  wi 
Tel:  01-629  3221 

Important  antiques from  Tibet,  Nepal  and  India 
Marjorie  Parr 

285  Kings  Road,  Chelsea,  London  SW3 
20th  Century  Paintings,  Sculpture  and  Pottery 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
Tel:  01-493  3 161 
European  works  of  art 

Perovetz  Ltd. 

51-52  Chancery  Lane,  London  WC2 
Tel:  01-242  5857  and  5820 

Large  selection  of  Victorian  and  Georgian  silver  and 
Sheffield  plate 

David  Pettifer 

269  King's  Road,  London  SW3  5 en 
Tel:  01-352  3088 

18th  and  early  igth  century  English  furniture 
Phillips  &  Harris 

57  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  of  art  including  paintings  and  bronzes 

Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499 4632 

British  Figurative  Painters,  International 
Symbolist  J Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 

Polak  (in  assn  Mandell's  Gallery) 

21  King  Street,  St.  James's,  London  swi 

Fine  Paintings  of  the  English  and  Continental 
Schools  of  the  igth  Century 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swi o 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces ,  Grates,  Fenders  and 
Chandeliers 


Pratt  &  Burgess 

Melton  Court,  7  Old  Brompton  Road, 
London  SW7,  Tel:  01-589  5704 

18th  Century  Carved  Wood  and  Marble 
Chimney  Pieces,  Chandeliers  and  Lanterns 

Prudhoe  Gallery 

79  Duke  Street,  Grosvenor  Square,  London  wi 
Tel:  01-629  6272 

Contemporary  Paintings,  Sculpture  and  Graphics 

Bernard  Quaritch  Ltd. 

5-8  Lower  John  Street,  Golden  Square, 
London  wi 

Old  and  Rare  Books  on  all  Subjects 
Redburn 

49  Brook  Street,  London  wi,  Tel:  01-629  5460 
Fine  English  and  French  18th  Century  Firrniture 

Redfern  Gallery 

20  Cork  Street,  Burlington  Gardens, 
London  wi,  Tel:  01-734 1732 

Contemporary  English  and  French  Paintings 
William  Redford 

9  Mount  Street,  London  w  1 ,  Tel :  01-629  "65 

Continental furniture,  bronzes, 
porcelain  and  works  of  art 

Howard  Ricketts 

1 80  New  Bond  Street,  London  w  1 
Tel:  01-499  7357 

Fine  European  and  Oriental  Antiquities 

Roland  Browse  &  Del  banco 

29  Cork  Street,  London  wi,  Tel:  01-734  7984 

19th  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture. 

Ross  Galleries 

18  Dover  Street,  London  wi 
Tel:  01-629  0975/6 

English  and  Continental  Paintings  of  the 
19th  Century  School 

Rumens  Antiques 

1  Market  Street,  Woodstock,  Oxford 
Tel:8n6i8 

Paintings,  watercolours,  barometers, 
small furniture  and  porcelain 

The  Rutland  Gallery 

29  Bruton  Street,  London  wi 
Tel:  01-629  °3°3 

English  Paintings  oj  the  20th  Century. 
Also  European  and  American  Paintings 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  w  1 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 


The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-499  0365 

19th  Century  Impressionists  and  Contemporary 
animal  sculpture.  Wildlife  and  sporting  paintings 

Robin  Symes 

3  Ormond  Yard,  Duke  of  York  Street, 
London  swi,  Tel:  01-9309856/7 

Ancient  Art 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings 
and  Silver 

Gerald  Spyer 

18  Motcomb  Street,  Belgrave  Sq.,  London  wi 
Tel:  01-235  3348 

1 8th  and  early  1  gth  Century  English  Furniture 
and  Objets  d'Art 

Stair  &  Company  Ltd. 

120 and  125  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1785/5270 

Fine  English  Furniture  and  works  of  art  of  the 
17th  and  18th  Centuries 

Temple  Gallery 

4  Yeomans  Row,  London  SW3 
Tel:  01-589  6622 

Early  Greek  and  Russian  Icons 

H.  Terry-Engell  Gallery 

8  Bury  Street,  St. James's,  London  swi 
Tel:  01-839  2606 

Old  Master  and  19th  Century  French  Landscape 
Paintings 

Temple  Williams 

Haunch  of  Venison  Yard,  Brook  Street, 
London  w  1 ,  Tel :  o  1-629  i486 

Specialists  in  Fine  Regency  Furniture 

Alan  Tillman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235.  Telex:  916151 

Antique  Paperweights  also  glass  from 

1  7th-  19th  Centuries,  including  English  and  French 

Cameo  glass 

Arthur  Tooth  &  Sons 

3 1  Bruton  Street,  London  wi 
Tel:  01-499  6741 

Old  and  Modern  Pictures  of  International  Value 
for  Private  Collectors  and  Public  Galleries 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

also  15  Ship  Street,  Brighton,  Sussex 
Important  stock  18th  and  early  19th  Century 
Furniture  and  Works  of  Art 


Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5161 

Sporting  and  Natural  History 
Pictures  and  Prints 

Dennis  Vanderkar  Gallery 

28  New  Bond  Street,  London  wi 
Tel:  01-499  6613 

Dutch  and  Flemish  Old  Masters 

Betty  &  Vera  Vandekar 

20  Motcomb  Street,  London  swi 
Tel:  01-235  6317 

Oriental,  Continental  and  English  Porcelain 
pottery,  jurniture  and  works  oj  Art 

Christopher  Wade  Gallery 

28  Bruton  Street,  London  wi 
Tel:  01-499  0298/9,  Cables:  Parnassus,  London 

Fine  Paintings  oj  the  1 7th  and  1 8th  Centuries 
Works  by  Modern  Artists 

Wartski 

138  Regent  Street,  London  wi 
Tel:  01-734  2038 

Fine  stock  of  Antique Jewellery,  Silver, 
Snuff  Boxes  and  other  items.  Also  the foremost 
specialist  in  Faberge 

Winifred  Williams 

3  Bury  Street,  St.  James's,  London  swi 
Tel:  01-9304732/0729 

English  and  Continental  Porcelain 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 
Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

W.  H.  Willson  Ltd. 

15  King  Street,  St. James's,  London  swi 
Tel:  01-9306463 
Fine  Stock  of  Antique  Silver 


Denys  Wrey  Ltd. 

45  Sloane  Street, London  swi 

Tel:  01-235  1813/14 

Cables :  Denysant  London  swi 

18th  Century  Furniture  and  Restorations 

Douglas  Wright 

34  Curzon  Street,  London  wi 
Japanese  Lacquers,  Porcelain,  Jade  and 
works  of  Art 

Harriet  Wynter 

352  Kings  Road,  London  s W3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  books 


The  crest,  motto  and  coronet  are  those  of  Keith-Falconer,  Earls 
of  Kintore,  probably  for  Francis  Alexander,  8th  Earl  of  Kintore, 

ho  succeeded  to  the  title  upon  the  death  of  his  father  in  1844. 

lis  famous  family  is  one  of  the  oldest  families  in  Scotland,  and 
the  important  hereditary  office  of  Great  Marischal  of  Scotland 


was  held  by  the  family  of  Keith  from  the  12th  century.  In  the 
Middle  Ages  they  were  probably  the  most  powerful  family  in 
Scotland  and  were  great  landowners;  one  of  the  daughters 
married  James  I  of  Scotland. 


PRESTONS  LIMITED 

Deansgate,  Bolton,  England 

Telephone  0204  25476  -  Telex  63221 
Established  1869 


FINANCE 

FOR 

IMPORTERS 


SHOWCASE 


Set  of  4  Salt  Cellars 
Robert  Hennell  -  London 
1782/3/4/5 

RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.I  01-493  4350 


S.  and  K.  Morris 

Six  Bells,  Pathlow, 
Stratford-upon-Avon 

(on  the  A3  4) 
Tel:  Stratford  4350 


Some  50  works  by  Pre-Raphaelite  and 
associated  painters  always  in  stock. 
Example:  WILLIAM  HENRY 
MILLAIS,  A  Rocky  Shore  at  Lynmouth. 
Watercolour.  Signed  and  inscribed. 
9*  x  19J*.  A  beautiful  Pre-Raphaelite 
landscape  £,200 
List  on  request. 


17th  CENTURY  DESIGNED  LONG 
CASE  CLOCKS  WITH  LONDON 
MADE  MONTH  MOVEMENT, 

MADE  TO  ORDER  FOR 
INVESTMENT  AND  PLEASURE 

LONG  CASE  CLOCK  MAKER 


TRADE  AND  EXPORT 
ENQUIRIES  WELCOME 
VIEWING  BY  APPOINTMENT 
ONLY 


A  Commonwealth  sweemeal  dish.  London  1658 
M.M.  ET  crescent  and  pellets  below.  Overall  diam. 
7\  ins.  Price  £900. 


H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ. 
LONDON  S.W.I.  01-235  2978 


George  III  saticeboat,  London  1764, 
by  Thomas  Hetning,  18  ozs.  £,475 

de  Havilland  (Antiques)  Ltd. 

41,  Old  Bond  Street, 
London,  W.l 
Tel.  01-493  4392 


CLOVER  HOUSE 

Books  for  Collectors 

P.O.  Box  798-D 
Calistoga.  Calif.  94515 

Books  about  antiques,  art, 
illustrated,  children's,  etc. 

Over  1,500  titles 
(old  and  new)  in  stock. 
FREE  search  service  for 
out-of-print  books  on 
all  subjects.  Send  wants. 
Catalogues  issued. 


UP  TO 
180  DAYS 

We  pay  your  supplier  world-wide, 
and  drew  a  180  day  bill  on  you. 

Write  for  full  details  today  advising  i 
name  and  address  of  your  bankers. 

PHENSHIP 

CONFIRMING  HOUSE 

1 7  AMBROSE  AVE.,  LONDON  N.W.  11,  I 
ENGLAND  PHONE  01-4585909 


Comtois&eur  Antique,' 

(Peter  and  Queenie  Kaufmann) 

29  Meeting  House  Lane 
Brighton.  Sussex  BN1  1  HB 


We  hold  one  of  the  most  comprehensive  coet 
ons  of  FINE  CARRIAGE  CLOCKS.  You-m 
quiries  are  invited  by  'phone,  letter  or  persona*!! 
GRAND  SONNER1ES,  QUARTER  REPIT 
ERS,  FINE  CASES  BY  BEST  MAI"R! 
ALWAYS  IN  STOCK. 


FIREARMS  £3.50 

From  all  good  booksellers  or  from 
THE  CONNOISSEUR  BOOK  DIVISION, 
CHESTERGATE  HOUSE, 
VAUXHALL  BRIDGE  ROAD,  SW1V  1HF 


l^replanb  jllanor 

in  the  village  of  Lustleigh 

(off  the  Bovey  Tracey-Moretonhatnpstead 
Road) 

in  the  county  of  Devon 

VICTORIAN  GLASS,  POTTERY, 
PORCELAIN,  SILVER,  COPPER 
AND  BRASS 

MONDAY-FRIDAY  2.30-5.30 
or  by  appointment 
(Lustleigh  326) 


Extra  Fine  Chocolate  Pot 
Queen  Anne  1710  Britannia  Standard 
By:  Richard  Bayley 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 

BOURNEMOUTH    Bournemouth  24289 


Ten  thousand  square  feet! 
of  Antique  Victorian  and  ! 
Edwardian  Furniture. 
Trade  and  Export. 
Large  parking  area. 
Hughes  Brothers, 
Vanston  Place  and  Jerdan 
Place,  Fulham  Broadway 

London  SW6. 
Open  Monday  to  Saturday 
9  am  to  6  pin. 
Thursday  9  am  to  1  pm 
01-385  3183 


PONTREMOLI  ltd. 

11  SPRING  STREET,  LONDON  W.2    Tel:  01-723  6664 
Needlework,  Aubussons,  Persian  and  Bessarabian  Carpets 

EXPERT  CARPET  and  TAPESTRY  RESTORERS  and  CLEANERS 
SPECIAL  ATTENTION  GIVEN  TO  ALL  TRADE  ORDERS 


A  Queen  Anne  Needlework  Rug  in  perfect  condition. 
6ft.  5  in.  by  4ft.  0  in.  made  by  the  late  J.  M.  Pontremoli. 
Design  in  soft  pastel  shades  on  a  stone  colour  ground. 


We  specialise  in  large  European  and  Oriental  carpets 


Sotheby's 


( Sothcby  Parke  Bcrnet,  New  York ) 


will  hold  the  following  sales  in  June 

ON  VIFW  AT  LRAST  TWO  DAYS  PRIOR       ALI  CATALOGUES  POST  FREE 


Monday,  3rd  June,  at  10.30  am 
English  and  Continental  Glass 
Monday,  3rd  June,  at  11  am 
Children's  Books,  Drawings 
andjuvenilia 

Tuesday,  4th  June,  at  10.30  am 
Fine  Meissen  Porcelain 
Tuesday,  4th  June,  at  11  am 
The  Celebrated  Library  of  the 
Late  Major  J.  R.  Abbey  -  the 
eighth  portion 
Tuesday,  4th  June,  at  11  am, 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 
Wednesday,  5th  June,  at  11  am 
Old  Master  Paintings 
Thursday,  6th  June,  at  11  am 
Highly  Important  Musical 
Instruments 

Thursday,  6th  June,  at  11  am 
English  and  Foreign  Silver  and 
Plate 

Thursday,  6th  June,  at  11  am, 

at  Belgravia 

English  Ceramics 

Thursday,  6th  June,  and  the 

following  day,  at  1  pm  at 

1 1 5  Chancery  Lane, 

London  WC2A  iPX 

Printed  Books 

Friday,  7th  June,  at  11  am 

Good  English  Furniture,  Textiles, 

Paintings  on  Glass  and  Rugs  and 

Carpets 

Monday,  iothjune,  and  the 

following  day,  at  1 1  am 

The  Celebrated  Library  of 

Harrison  D.  Horblit, 

Early  Science,  Navigation  and 

Travel  -  Part  I,  A-C. 

Monday,  iothjune,  at  11  am 

English  and  Continental  Portrait 

Miniatures 

Monday,  ioth  june,  at  9.15  pm 
Highly  Important  Renaissance 
Jewels  and  Works  of  Art 


Monday,  ioth  june,  at  approximately 
10  pm 

Highly  Important  Gold  and 
Enamel  Snuff  Boxes 
Tuesday,  I  ith  June,  at  11  am 
Chinese  Porcelain 
and  Works  of  Art 
Wednesday,  12th June,  at  10.30  am 
Important  Coins  and  Medals 
Wednesday,  12th  June,  at  11  am 
Fine  Eighteenth,  Nineteenth  and 
Twentieth  Century  Continental 
Paintings 

Wednesday,  12th  June,  at  11  am, 

at  Belgravia 

English  and  Continental 
Furniture,  Clocks,  Bronzes 
and  Works  of  Art,  1830-1930 

Thursday,  13th June,  at  10.30  am 
Fine  Jewels 

Thursday,  13th  June,  at  11  am 
English  and  Foreign  Silver  and 
Plate 

Thursday,  13th  June,  at  2.30  pm 
Continental  Drawings  and 
Watercolours,  1770-1920,  and 
European  Views  by  English 
Artists 

Friday,  14th  June,  at  11  am 
English  Furniture  Works  of  Art 
Rugs  and  Carpets 

Monday,  17th  June  and  following 
day,  at  11  am 

Valuable  Printed  Books 

Monday,  17th  June,  at  2.30  pm 
Antiquities 

Tuesday,  18th  June,  at  10.30  am 
English  Porcelain 
Tuesday,  i8thjune,  at  11  am 
Arms  and  Armour  from  Her 
Majesty's  Tower  of  London 
Tuesday,  1 8th  June,  at  approx.  12  pm 
Modern  and  Antique  Firearms 
and  Edged  Weapons 
Tuesday,  1 8th  June,  at  11  am, 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 


Wednesday,  19th  July,  at  10.30am 
Inexpensive  Wines  lor  Current 
Drinking 

Wednesday,  19th  June,  at  11  am 
Modern  British  Drawings, 
Paintings  and  Sculpture 

Wednesday,  19th  June,  at  11  am 
and  2.30  pm 

Japanese  Prints,  Illustrated  Books, 
Screens,  Chinese  and  Japanese 
Paintings 

Thursday,  20th  June,  at  11  am 
Highly  Important  English  Silver 

Thursday,  20th  June,  at  11  am 
at  Belgravia 

Continental  Ceramics 

Thursday,  20th June  and  following 
day,  at  1  pm  at  1 1 5  Chancery  Lane, 
London  WC2A  iPX 
Printed  Books 

Thursday,  20th  June,  at  2.30  pm 
Eighteenth,  Nineteenth  and 
Twentieth  Century  Drawings 
and  Watercolours 

Friday,  21st  June,  at  10.30  am 
Old  Master  Drawings 

Friday,  21st  June,  at  11  am 
Fine  French  and  Continental 
Furniture,  Tapestries,  Clocks, 
Works  of  Art  and  Rugs  and 
Carpets 

Friday,  21st  June,  at  11  am, 
at  Belgravia 

Early  Photographic  Images  and 
Related  Material 

Monday,  24th  June,  and  following 
two  days,  at  11  am 
Phillipps  Printed  Books 

Monday,  24th  June,  at  11  am 
Fine  English  and  Continental 
Portrait  Miniatures,  Gold  Boxes, 
Renaissance  Jewels  and  Objects 
of  Vertu 


Monday,  24th  June,  at  2.30  pm 
Good  Greek  and  Russian  Icons 
Monday,  24th  lune,  at  2.30  pm 
Fine  Scientific  Instruments, 
Watches  and  Clocks 
Wednesday,  26th  June,  at  10.30  am 
at  115  Chancery  Lane, 
London  WC2A  iPX 
Fine  Wines  and  Vintage  Port 
Wednesday,  26th  June,  at  10.30  am 
and  2  pm 

The  Important  Collection  of 
Roman,  English  and  Foreign 
Gold  Coins 

Wednesday,  26th  June,  at  1 1  am 
and  3  pm 

Phillipps  Manuscripts 

Wednesday,  26th  June,  at  11  am 
Old  Master  Paintings 
Wednesday,  26th  June,  at  11  am 
and  2.30  pm,  at  Belgravia 
Fine  Continental  and  English 
Furniture,  Bronzes,  Marbles, 
Works  of  Art  and  Animalier 
Bronzes,  1830-1930 
Wednesday,  26th  June,  at  9.30  pm 
The  Mr.  and  Mrs.  Jack  R.  Dick 
Collection  of  English  Sporting 
and  Conversation  Paintings  - 
Part  II 

Thursday,  27th  June,  at  10.30  am 
and  2.30  pm 

Fine  Oriental  Export  Porcelain 
Jades  and  Works  of  Art 

Thursday,  27th  June,  at  11  am 
Fine  Old  Master  Drawings 
Thursday,  27th  June,  at  10.30  am 
and  2.30  pm,  at  Belgravia 
English  and  Foreign  Silver  and 
Plated  Wares,  1825-1970 
Thursday,  27th  June,  at  2.30  pm 
Fine  Dutch  and  Flemish  Drawings 
Thursday,  27th  June,  at  9.30  pm  and 
following  day,  at  1 1  am 
A  Collection  of  Superb  English 
Furniture,  Barometers  and  Clocks 


LONDON 

Sotheby  &  Co.,  34-35  New  Bond  Street, 
London  WiA  2AA 
Telephone:  01-493  8080 
Telex:  London  24454 
Telegrams:  Abinitio,  London 

Sotheby's  Belgravia,  19  Motcomb  Street, 
London  SWiX  8 LB 
Telephone:  01-235  43H 
Telex:  London  24454 
Telegrams:  Gavel,  London 

Sotheby  &  Co.,  115  Chancery  Lane, 
London  WC2A  iPX 
(Hodgson's  Rooms) 
Telephone:  01-405  7238 

SCOTLAND 

John  Robertson,  19  Castle  Street, 
Edinburgh  EH 2  3AH 
Telephone:  031-226  5438 
Telegrams:  Abinitio,  Edinburgh 

AUSTRALIA 

Bruce  Rutherford, 

Sotheby  &  Co.  (Australia)  Pty.,  Ltd., 
10  Stodart  St.  Camberwell,  Victoria  3 124 
Telephone:  Melbourne  82  1003 
Telegrams:  Abinitio,  Melbourne 

TEXAS 

Miss  Flo  Crady, 

3196  Galena  Post  Oak, 

5015  Westheimer  Road, 

Houston,  Texas  77027 

Telephone:  (713)  623-0010 


BRAZIL 

Walter  Geyerhahn,  Rua  do  Rosario, 
135/I37-2°  andar,  Rio  de Janeiro 
Telephone:  252  7495 
Telegrams:  Eikos  Rio  de  Janeiro 

FRANCE 

Rear-Admiral  J.  Templeton-Cotill,  C.B. 
(Directeur), 
Princesse  de 

Lippe-Biesterfeld 
Madame  Charete  del  MAssocies 

Castillo  specialistes) 
Marc  Blondeau 
Mile.  Sylvie  Avizou 
(Chargce  d'adniimstration), 
Mile.  Marie  Odile  Deutsch  (secretaire), 
3  rue  de  Miromesnil,  Paris,  75008. 
Telephone:  265  32  20 
Telex :  2 1 5  50  ext :  107 
c/o  Sotheby  Parke  Bernet 

CANADA 

Geoffrey  Joyner, 
Sotheby  &  Co.  (Canada)  Ltd., 
Suite  412,  The  Park  Plaza,  170  Bloor 
Street  West,  Toronto  180,  Ontario 
Telephone:  416-924-1196 

GERMANY 

Dr.  Ernst  Behrens, 
Secretaries:  Rita  Heinz  and 
Louise  Wiemer,  . 
Galeriestrasse  6a,  8  Munich  22 
Telephone:  (010  49)  89  292252 
(01049)  89  297822 


SWITZERLAND 

Dr.  J.  G.  Wille  in  partnership  with 
Alfred  Schwarzenbach, 
Sotheby  &  Co.,  A.G., 
18  Bleicherweg  8022  Zurich 
Telephone:  250011.  Telex:  52380 
Telegrams:  Abinitio,  Zurich 

NEW  YORK 

Sotheby  Parke  Bernet  Inc., 

980  Madison  Avenue,  New  York 

N.Y. 10021 

Telephone:  212-879-8300 
Telex:  New  York  232643 
Telegrams:  Parkgal,  New  York 

ITALY 
Florence 

Carmen  Gronau  (Consultant), 

Dr.  S.  N  Cnstca, 

Sotheby's  of  London,  s.r.L, 

Palazzo  Capponi,  Via  Gino  Capponi  26, 

Florence,  501 2 1 

Telephone:  570410 

Telegrams:  Abinitio,  Firenze 

Milan 

John  Winter. 

Via  Montenapoleone  3, 

Milan 

Telephone:  783907 

NEW  ENGLAND 

Mrs.  Patricia  Ward, 
Sotheby  Parke  Bernet, 
232  Clarendon  Street, 
Boston,  Massachusetts 
Telephone:  617  247-2851 


SPAIN 

Fernando  D'Ornellas, 

Marques  de  Vilanant, 

Sotheby  Parke  Bernet  de  Espafia,  S.A. 

Centro  Iberia  Mart  -  Primer  Planta, 

Pedro  Teixeira  8,  Madrid  20 

Telephone:  458  7900  Extn.  56 


CALIFORNIA 

Sotheby  Parke  Bernet, 

7660  Beverly  Boulevard,  Los  Angeles, 

California  90036 

Telephone:  213-937  5130 

Telex:  Los  Angeles  677120 

Telegrams:  Abinitio,  Los  Angeles 


HOLLAND 

Jhr.  D.J.  A.  A.  van  Lawick  van  Pabst, 
Secretary:  Elsbeth  van  Tienhoven, 
Sotheby  Parke  Bernet, 
98  Rokin.  Amsterdam 
Telephone:  (010  3120)  225  491 
Telegrams:  Abinitio,  Amsterdam 


SOUTH  AFRICA 

Reinhold  H.  Cassirer, 
Sotheby  Parke  Bernet  South  Africa 
(Proprietary)  Ltd.,  P  O.  Box  31010, 
Braam  ton  tein,  Johannesburg 
Telephone:  Johannesburg  724  5967 
724  6029 

Telegrams:  Abinitio,  Johannesburg 


Sotheby's 

Monday,  ioth  June,  at  10  pm 


HIGHLY  IMPORTANT  GOLD  AND 
ENAMEL  SNUFF  BOXES 

the  property  of  Her  Majesty  Queen  Frcdcrika, 
the  Queen  Mother  of  the  Hellenes, 
and  other  owners 


A  very  fine  and  important  Louis  XV  gold  and  enamel  snuff  box, 
by  Jean  Ducrollay,  l'aris  1755,  3l  inches 


A  superb  Louis  XV  gold  and  enamel  tabatiere, 
by  Jean  Moynat,  Paris  1749,  3  inches 


A  magnificent  and  historic  Frederick  the  Great  presentation 
snuff  box,  by  Jordan  and  Daniel  Baudesson,  Berlin,  c.  1760 


A  fine  Louis  XVI  gold  and  enamel  snuffbox, 
by  Charles  Alexander  Bouellcrot,  Paris  1777,  3  J  inches 


An  Austrian  gold  and  enamel  snuff" box, 
signed  Schindler,  c.  1780 


An  important  Louis  XV  three-colour  gold  tabatiere, 
by  Jean  Ducrollay,  Paris  1754,  3  inches 


Sotheby's 

Wednesday,  12th  June,  at  n  am 


FINE  EIGHTEENTH, 
NINETEENTH 
AND  TWENTIETH  CENTURY 
CONTINENTAL  PAINTINGS 


the  property  of 
the  Rt.  Hon.  Captain  Charles  Waterhonse,  P.C.,  M.C., 
the  late  J.  L.  Hillman,  P.  Apap  Bologna,  Esq., 
Sir  Oliver  Simmonds,  Sir  Francis  Dashwood,  Bt., 
and  other  owners 


J.  B.  Drechsler,  A  Vase  of  Spring  and  Summer  Flowers,  signed  and  dated  1809, 
33  by  25  A  inches 


Sotheby's 

Tuesday,  i8thjunc,  at  u  am 


ARMS  AND  ARMOUR  FROM 
HER  MAJESTY'S 
TOWER  OF  LONDON 

(sold  by  order  of  The  Master  of  the  Armouries) 


A  suit  of  German 
fluted  armour, 
helmet  c.  1520,  the 
remainder  c.  1530/40 


1  -si  in  V 


A  German  demi-chanfron,  mid-i6tli  century 


An  English  armet,  carly-i6th  century 


Sotheby's 

Wednesday,  19th  June,  at  11  am 


MODERN  BRITISH 
DRAWINGS, 
PAINTINGS  AND  SCULPTURE 


the  property  of  Mrs.  Stephen  Spender,  Lady  Hcndy, 
George  Pulay,  Esq.,  Marcus  Brumwell,  Esq., 

the  late  Hugh  Beaumont, 
Maureen,  Marchioness  of  Dufferin  and  Ava, 
and  other  owners 


Walter  Richard  Sickert,  A.R.A.,  La  Giuseppina  in  a  Lace  Blouse,  c.  1903-04, 
signed,  17  £  by  14 ',  inches 


I  Sir  G.  Russell  Drysdale, 

I  Aboriginal  Youth  at  Broome, 

I  Western  Australia,  1958,  signed, 

I  294  by  49 1  inches 


Sotheby's 

Wednesday,  19th  June,  at  11  am 


Sotheby's 

Wednesday,  19th  June,  at  1  r  am 


Sotheby's 

Tuesday,  2nd  July,  at  9  pm,  and  following  day,  at  11  am 


Sotheby's 

Tuesday,  2nd  July,  at  9  pm,  and  following  day,  at  11  am 


Claude  Monet,  Blanche  Hoschede  poignant,  stamped  with  the  signature,  c.  1888, 
28  J  by  36  J  inches 


Alfred  Sisley,  Dansles  I  'ignes  h Louueciennes,  signed  and  dated  '74,  i8|-  by  22 h  inches 


Sotheby's 

Tuesday,  2nd  July,  at  9  pm,  and  following  day,  at  11  am 


Sotheby's 

Tuesday,  2nd  July,  at  9  pm,  and  following  day,  at  11  am 


Amcdco  Modigliani,  Madame  Hebuterne, 
signed,  c.  19 16-17, 
32  by  25!  inches 


Marc  Chagall, 
Las  Amourcux  an  Poteau, 
signed  and  dated  1951, 
38  by  50I  inches 


Sotheby's 

Monday,  ioth  June,  at  9.15  pm 


HIGHLY  IMPORTANT  RENAISSANCE  JEWELS 

AND  WORKS  OF  ART 


from  the  collection  of  the  late  Arturo  Lopez  Willshaw 


A  Milanese  rock  crystal  and  enamelled  gold  bowl  with  dragon  spout,  by  the  Saracchi  family,  second  half 
of  16th  century,  I2i  inches  wide  by  7^  inches  high 
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Sotheby's 

Monday,  roth  June,  at  9.15  pm 


Sotheby's 

Thursday,  20th  June,  at  11  am 


HIGHLY  IMPORTANT  ENGLISH  SILVER 

the  property  of  the  Phillip  H.  and  A.S.W.  Rosenbach  Foundation,  the  Church  of  St.  Edward  the  Confessor, 
Romford,  Essex,  Richard  Minoprio,  Esq.,  the  Rt.  Hon.  the  Earl  of  Haddington,  K.T.,  M.C.,  the  late 
O.  G.  Trcvaldwyn,  Mrs.  Eric  Midwood,  the  Trustees  of  the  late  S.  R.  Christie-Miller,  and  other  owners 


A  strawberry  dish  by  Paul  dc  Lamerie,  1730,  9]  inches  diameter 


A  pair  of  flagons,  maker's  mark  askar  over  an  orb,  1640,  11]  inches  high 


A  replica  of  the  Warwick  vase,  by  Paul  Storr,  1815,  11  inches  high 


A  beaker,  by  Robert  Sighell,  1598,  6[  inches  high 


1 


Sotheby's 

Wednesday,  26th  June,  1974  at  9.30  pm 


THE  MR.  and  MRS.  JACK  R.  DICK  COLLECTION  OF 
ENGLISH  SPORTING  AND  CONVERSATION  PAINTINGS— 

Part  II 


Ben  Marshall,  Brarura,  signed  and  dated  1825,  39}  by  49]  inches 


Catalogue  £,2.50  (including  postage  jfj) 
Subscription  price  for  the  four  catalogues  (including  Part  I- 3 1st  October,  1973)  all  lots  illustrated,  some  in  colour,  £8  (including  postage) 


Sotheby's 


Monday,  8th  July,  at  2.30  pm  and  following  day,  at  11  am  and  2.30  pm 


IMPORTANT  CHINESE  PORCELAIN, 
EARLY  CERAMICS  AND  WORKS  OF  ART 


An  early  Mmg  ewer,  first  half  of  the  15th  century, 
8 1  inches  high,  8  inches  wide 


Si 


f 


r  m 


1 


A  white  ewer,  incised  six  character  mark  of  Wan  Li  and  of  the  period 
7^  inches  high,  6i  inches  wide 


A  blue  and  white  Mci  P'ing,  c.  1500,  15  J  inches 


An  early  Ming  jar,  six  character  mark  and  period  of  Hsiian  Te, 
72  inches  high,  8  A  inches  wide 


Sotheby's 

Monday,  8th  July,  at  2.30  pm  and  following  day,  at  11  am  and  2.30  pm 


A  moon  flask  decorated  in  copper-red  of  fine  colour,  seal  mark  and  period 
ofCh'ien  Lung,  11  i  inches 


A  bottle  decorated  in  blue  and  white  and  copper-red,  six  character  mark 
and  period  of  Yung  Cheng,  11 J  inches 


Sotheby's 

Monday,  8th  July,  at  2.30  pm  and  following  day,  at  11  am  and  2.30  pm 


Left/right:  A  pair  of  ton  ts'ai  stcmcups,  six  character  mark  and  period  of  Yung  Cheng,  3 1  inches  high 
Centre:  One  of  a  pair  of  "famiHe-rose'  bowls  decorated  with  the  san  to,  six  character  marks  and 
period  of  Yung  Cheng,  3^  inches  wide 


Monday,  8th  July,  at  2.30  pm  and  following  day,  at  11  am  and  2.30  pm 


1 

P 


A  'famille-rosc'  butterfly  bowl, 
six  character  mark  and  period  of 
Yung  Cheng,  5-g  inches 


Sotheby's 

Wednesday,  iothjuly,  at  II  am 


IMPORTANT 
OLD  MASTER  PAINTINGS 


«r 


Jan  Both,  Italian  Landscape  with  Sportsmen,  signed,  37 J  by  61  inches 
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Sotheby's 

Wednesday,  iothjulv,  at  n  am 


Sotheby's 

Wednesday,  iothjuly,  at  II  am 


Abraham  Janssens,  Peace  and  Abundance  binding  the  Arrows  oj  War,  dated  1622,  57  by  46!  inches 


Sotheby's 

Wednesday,  iothjuly,  at  II  am 


nines  Hackacrt,  An  Avenue  oj  Silver  Birch  beside  a  River,  20I  by  19]  inches 


Sotheby^ 

Tuesday,  2nd  July,  at  n  am 


IMPORTANT 
CONTINENTAL  POTTERY  AND  PORCELAIN 


Sotheby's 

Thursday,  27th  June,  at  9.30  pm  and  following  day,  at  n  am 

A  COLLECTION  OF  SUPERB 
ENGLISH  FURNITURE,  BAROMETERS  AND  CLOCKS 

formed  by  a  Gentleman  residing  in  New  York 


One  of  a  pair  of  George  III  satinwood  marquetry  side  tables  mounted  in  ormolu,  attributed  to  Thomas  Chippendale,  4  feet  2  inches  wide 

From  the  Collection  of  the  4th  Baron  Wrottesley 
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Sotheby's 

Thursday,  27th  June,  at  9.30  pm  and  following  day,  at  11  am 


A  George  III  mahogany  pedestal  writing  table,  attributed  to  Thomas  Chippendale, 
4  feet  9  inches  wide.  From  a  design  in  The  Gentleman  and  Cabinet-Maker's  Director  and 
illustrated  in  Georgian  Cabinet  Makers,  Edwards  and  Jourdain.  Page  126.  Figure  73 


Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone:  (212)  879-8300    Telegram;:  Parkgal,  New  York 

Thursday,  27th  June,  at  10.15  am  and  2  pin 


JAPANESE,  KOREAN,  TIBETAN,  NEPALESE,  INDIAN, 
AND  SOUTH  EAST  ASIAN  WORKS  OF  ART 

including  nctsukc,  into,  lacquer,  works  of  art,  porcelain,  prints,  paintings,  screens,  Korean  ceramics,  Tibetan  and 
Nepalese  bronzes,  tankas,  mandalas,  Gandharan  sculpture,  Ban  Ch'ieng  pottery,  a  fine  Ko-Kutani  double-gourd  bottle, 
a  fine  set  of  nine  Tibetan  Gyen-druk-chok-nee,  and  a  small  series  of  Korean  gold  jewellery 

On  view  from  Friday,  21st  June 


A  Ko-Kutaiii  double-gourd  bottle,  17th  century,  12  J  inches 


Illustrated  catalogue  S4  (by  mail  $5) 

Catalogues  also  available  from  Sotheby  Parke  Bernet,  Los  Angeles,  Sotheby  Parke  Bernet,  34-35  New  Bond  Street,  London  Wi  A  2AA  and  from 
representatives  in  Amsterdam,  Boston,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Milan,  Munich,  Paris,  Zurich,  Toronto  and  Melbourne 


Sotheby  Parke  BcrnetNEWYORK  - 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  879-8300    Telegrams:  Parkgal,  New  York 

Tuesday,  1 8th  June,  at  2  pm 


GOOD  OLD  MASTER  AND  ENGLISH  PAINTINGS 

the  property  from  Estates  of  Therese  Lownes,  Massachusetts,  Fleda  F.  Iverson,  Pittsburgh,  Dorothy  King  Flagg, 
Philadelphia,  and  other  owners,  including  works  by  Sir  William  Beechey,  R. A.,  Joachim  Beuckelaer,  Michiel  Carree, 
Hendrick  dc  Clerck,  Charlcs-Antoine  Coypel,  Jacob  van  Es,  Thomas  Gainsborough,  R.A.,  Sawrcy  Gilpin, 
Philipp  Ferdinand  de  Hamilton,  John  Hoppner.Jan  van  Huchtenburgh,  Hendrik  van  Lint,  Philip  James  de  Loutherbourg,i 
The  Master  with  the  Parrot,  Frans  van  Mieris  the  Younger,  Eglon  Hendrik  van  der  Neer,  Caspar  Netschcr, 
Cornells  van  Poelenburg,  Giovanni  Paolo  Panini,  Sir  Henry  Raeburn,  R.A.,  Sir  Joshua  Reynolds,  George  Romney, 
Salomon  van  Ruysdacl,  Rombout  van  Troyen,  Esaias  van  de  Velde,  Daniel  Vertangen  and  other  artists 

On  view  from  Wednesday,  12th  June 


Philips  Koninck,  A  Landscape  with  a  Road  leading  past  a  Wood,  27^  by  33!  inches 
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Sotheby  Parke  Bemet.  newyork 

9S0  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  879-8300    Telegrams:  Parkgal,  New  York 

Tuesday,  1 8th  June,  at  2  pm 


Illustrated  catalogue  S>  (by  mail  $6.50) 
Catalogues  also  available  from  Sotheby  Parke  Bemet,  Los  Angeles,  Sotheby  Parke  Bcmct,  34-35  New  Bond  Street,  London  WiA  2AA  and  from 
representatives  in  Amsterdam,  Boston,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Milan,  Munich,  Paris,  Toronto,  Zurich  and  Melbourne 


Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB.    Telephone:  01-235  4311    Telegrams:  Gavel  London 

Friday,  5th  July,  at  1 1  am 


DECORATIVE  ARTS,  1880-1940 

including  arts  and  crafts,  art  nouveau  and  art  deco 


A  settee  from  a  fine  suite  by  Carlo  Bugatti,  including  two  throne  armchairs,  {see  aboz-e),  vitmie, 
table,  screen  and  stand.  Various  woods,  parchment  and  inlaid  metals,  early  20th  century 


Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB  Telephone:  01-235  431 1  Telegrams:  Gavel,  London  Telex:  London  24454 

Tuesday,  9th  July,  at  1 1  am 


FINE  VICTORIAN 
PAINTINGS,  DRAWINGS  AND 
WATERCOLOURS 


Sir  Joseph  Noel  Paton,  R.S.A.,  Satan  watching  the  sleep  of  Christ,  signed  with  monogram 
and  dated  1874,  arched  top,  49J  by  64]  inches 
Exhibited:  Scottish  National  Exhibition,  Edinburgh,  Fine  Arts  Section, 
Loan  Collection,  1908,  no.  2 


Dante  Gabriel  Rossetti,  Study  of  Mrs.  William  Morris, 
seated,  three-quarter  length,  red  chalk  on  grey  paper, 
18  by  14I  inches 


WBmm 


Arthur  Wardle,  A  Bacca 
Exhibited 


nte,  signed  and  dated  1909,  39  by  59  inches 
Royal  Academy,  1909,  no.  296 


John  Melhuish  Strudwick,  An  Angel,  signed  with  initials 

and  dated  1895,  28  by  10}  inches 
Exhibited:  The  New  Gallery,  Summer  Exhibition,  1896 


AUCTION  SALE  IN  PARIS -PALAIS  GALLIERA 

10  Avenue  Pierre  ier  de  Serbie 

s  c  p  Guy  LOUDMER,  Herve  POULAIN,  Pierre  CORNETTE  de  SAINT-CYR 


CHAGALL  "Sur  la  route  du  village".  Oil  on  canvas,  92  x  73  cm. 
On  view:  Tuesday,  June  1 1th 


Tuesday,  June  11th,  1974  at  9  p.m. 
VERY  IMPORTANT  MODERN  PAINTINGS 

by: 

BONNARD,  BOUDIN.  CHAGALL. 
DELVAUX,  GUILLAUMIN,  LEBOURG, 
LE  SIDANER,  HENRI  MARTIN, 
PISSARRO,  RENOIR.  ROUAULT, 
TOULOUSE-LAUTREC,  VLAMINCK 

Wednesday,  June  12th,  1974  at  9  p.m. 
IMPORTANT  MODERN  PAINTINGS 

by: 

BUFFET.  MAX  ERNST,  FERAT.  LEGER, 
LHOTE,  MANESSIER,  POLIAKOFF, 
REBEYROLLE,  VALMIER 


Thursday,  June  13th,  1974  at  9  p.m. 
MODERN  PAINTINGS 

by: 

BAUCHANT,  FRIESZ.  LEBASQUE, 
MANE-KATZ,  MONTICELLI, 
PETITJEAN,  SIGNAC 

On  view: 

Monday,  June  10th  from  9  p.m.  to  1 1  p.m. 
Tuesday,  June  11th  from  11  a.m.  to  5  p.m. 
Wednesday,  June  12th  from  11  a.m.  to^5  p.m. 
Thursday,  June  13th  from  1 1  a.m.  to_5_p.m. 


Experts: 

MM.  A.  Schocller,  P.  Trigano,  Mine  G.  Fabre 


s.c.P.  Guy  LOUDMER,  Herve  POULAIN,  Pierre  CORNETTE  de  SAINT-CYR 


Associated  Auctioneers 


30,  Place  dc  la  Madeleine,  75008  PARIS        •        Tel:  073.95.80        •        Telex:  26717  F-322 
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AUCTION  SALE  IN  PARIS -PALAIS  GALLIERA 


10  Avenue  Pierre  ier  de  Serbie 

s.c.p.  Guy  LOUDMER,  Herve  POULAIN,  Pierre  CORNETTE  de  SAINT-CYR 


FRA  ANGELICO.  Pendant  of  "L'ange  agenouille* 
at  the  Louvre  Museum.  37,5  x  20,5  cm. 


Friday,  June  14th,  1974  at  9  p.m. 
VERY  IMPORTANT  OLD  MASTER  PAINTINGS 

by: 

FRA  ANGELICO,  AMIGONI,  FRAGONARD, 
WILLEM  KEY,  LANCRET,  VAN  DE  VELDE, 
VAN  DYCK,  SIMON  RENARD  DE  SAINT-ANDRE, 
HANS  SOENS  etc  

VERY  FINE  OLD  MASTER  DRAWINGS 

by: 

BENAZECH.  JORDAENS,  MALLET,  SAINT-AUBIN, 
J.  STEEN,  WATTEAU  etc  

Expert:  M.  A.  Ananoff 


VERY  IMPORTANT  JEWELS  AND 
PRECIOUS  STONES 

including: 

Clip  set  and  ear  jewellery  in  gold,  diamonds 
and  cabochon  rubies 

Pair  of  ear-rings  in  platinum, 
diamonds  and  emeralds 

Platinum  bracelet,  diamonds, 
facetted  emeralds 

Gold  necklace,  diamonds,  turquoise, 
cabochon  emeralds. 

Round  diamond,  5  carats  26 
Diamond,  emerald  cut,  5  carats  70. 

Expert:  M.  de  Fommervault  et  J.  Monnaie 

1 

On  view:  Monday,  June  10th  from  9  p.m.  to  11  p.m.  §■ 
Tuesday,  June  11th,  Wednesday,  June  12th,  >3 
Thursday,  June  13th  and  Friday,  June  14th 

from  1 1  a.m.  to  5  p.m.  £ 


S.O.P.  Guy  LOUDMER,  Herve  POULAIN,  Pierre  CORNETTE  de  SAINT-CYR 

Associated  Auctioneers 

30,  Place  de  la  Madeleine,  75008  PARIS        •        Tel:  073.95.80        •        Telex:  26717  F-322 
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7('J  AdER^  PlCARD  TAJAN 


Auctioneers  in  Paris 


Commode  in  lacquered  wood  in  red  and  gold  Chinese  decoration  on  black 
background.  Stamped  P.  A.  FOULLET.  Louis  XV  period. 
Marble  top.  H.  87cm.  L.  148cm.  Depth  65cm. 
PALAIS  GALL1ERA  -  Friday  7  June. 


CHINARD  (Joseph) 

Bust  of  Madame  de  Verninac 

as  Diana  the  huntress. 

Marble.  Signed  Chinard  de  Lyon 

H.  85cm.  Empire  period, 

Ex.  Coll.  Eugene  Delacroix 

Ex.  Coll.  David-Weill 

PALAIS  GALLIERA  - 
Monday  10  June. 


PALAIS  GALLIERA 

WEDNESDAY  5  JUNE  at  9pm 
IMPORTANT 
MODERN  PICTURES 
AND  DRAWINGS 

Notably  by:  Boudin,  Daumier, 

Kisling,  Marquet,  Monet, 
Redon,  Utrillo,  Valtat  etc  .  .  . 

SCULPTURE 

By:  Barye,  Beck,  Rodin 

Experts:     MM.Ch.  Durand-Ruel 
J.  Dubourg,  A.  Pacitti, 
Ph.  Marechaux,  Ph.  Cezanne 

FRIDAY  7  JUNE  at  2.30pm 
OBJECTS  OF  ART 
AND  OF  FINE  FURNITURE 
OF  THE  18th  CENTURY. 
DRAWINGS  AND  PICTURES 
by  or  attributed  to : 
F.  Baroccio,  F.  Boucher,  P.  Bout, 
Brueghel  (Jan  called  de  Velours), 
Goya  Y.  Lucientes,  J.  B.  Greuze,  F.  Hals 
Hondecoeter,  J.  Pillement,  H.  Robert, 
F.  Sneyders,  P.  Snyers,  L.  Soldini, 
J.  Spangert,  L.  Tocque,  A.  Vallayer-Coster 

W.  Van  de  Velde 
Experts:     MM.B  and  J.  P.  DILLEE, 
P.  ANTONINI. 

MONDAY  10  JUNE  at  2.30pm 

OBJECTS  OF  ART 
AND  OF  FINE  FURNITURE 
OF  THE  18th  AND  19th 
CENTURY  -  SCULPTURE 
GOLD  AND  SILVER  WORK 
Experts      MM.B.  and  J.-P.  DILLEE, 
J.  and  J.  LACOSTE,  O.  LE 
FUEL,  G.  DE  FOMMER- 
VAULT,  J.  M.  PRAQUIN, 
H-D  and  J.P.  FROMANGER, 
J.  BERTHEOL,  A.  PACITTI, 
Ph.  MARECHAUX, 
R.  DECHAUT. 


Monthly  sale  calendars  free  upon  request.  Subscriptions  to  catalogues: 
PARIS:    12  rue  Favart.  Paris  2e  -  Telex  29365  Drouot  Aderpicar 
LAUSANNE:    Palace  Grand-Chene  9,  1003  Lausanne - 

Tel.  (021)23.12.34  and  20.37.11 
NEW  YORK:    610  Fifth  Avenue,  Suite  403,  N.Y.  10020  -  Tel.  (212)  586.65.59 


Mes.  ADER  PICARD  TAJAN- 1 2,  RUE  FAVART  PARIS  2  -  Tel. :  742.68.23  -  Cable :  ADERPICAR  -  PARIS 
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Ader,  Picard  Tajan 


Auctioneers  in  Paris 


PALAIS  GALLIERA 


TUESDAY  18  JUNE  at  2.30pm 

THE  RAPHAEL  ESMERIAN 
LIBRARY 
from  New  York 
(5th  Part) 
VERY  FINE  MODERN  BOOKS 

vperts:  MM.G.  BLAIZOT,  C.  GUERIN 

On  view: 
Auguste  Blaizot,  Bookseller, 
164  Fg  Saint-Honore 
om  9am  to  12  and  from  2pm  to  7pm 

HOTEL  GEORGE  V 

FRIDAY  7  JUNE  at  2.30pm 

A  COLLECTOR'S  LIBRARY 
VERY  FINE  OLD 
AND  MODERN  BOOKS 
18th  CENTURY  ILLUSTRATED 
BOOKS 

Expert:  M.  GUERIN 

On  view  at  the  expert's  address 

128  Bd.  Saint-Germain 
until  5  June  from  9am  to  5pm 

THURSDAY  20  JUNE  at  9pm 

SERGE  LIFAR  COLLECTION 
DRAWINGS  -  PAINTINGS 

SCULPTURE 
BALLET  MEMENTOES 

Bakst,  Chirico,  Cocteau,  Miro,  Picasso 

xperts:     MM.  A.  PACITTI, 
Ph.  MARECHAUX 


PAUL  GAUGUIN.  Noa  Noa 

Binding  by  Pierre  Legrain,  1929.  PALAIS  GALLIERA 
Tuesday  18  June.  RAPHAEL  ESMERIAN  LIBRARY. 


BAKST  (Leon) 

Les  Orientates.  Nijinsky  allonge.  Pencil  and  Watercolour  on  paper  laid  on 

cardboard.  1910.  62cm  x  84cm. 

HOTEL  GEORGE  V  -  Thursday  20  June. 


Monthly  sale  calendars  free  upon  request.  Subscriptions  to  catalogues: 
PARIS:    12  rue  Favart,  Paris  2e  -  Telex  29365  Drouot  Aderpicar 
LAUSANNE:    Palace  Grand-Chene  9.  1003  Lausanne  - 

Tel.  (021)  23.12.34  and  20.37.11 
NEW  YORK:    610  Fifth  Avenue,  Suite  403,  N.Y.  10020 -Tel.  (212)  586.65.59 


les.  ADER  PICARD  TAJAN  1 2,  RUE  FAVART  PARIS  2  -  Tel. :  742.68.23  -  Cable :  ADERPICAR  -  PARIS 
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FOR  SALE 


GEORGE  WASHINGTON  INAUGURAL  SWORD 

The  U.S.  Bicentennial  Society  and  Wilkinson  Sword  Limited  are 
issuing  1,000  exact  copies  of  the  Washington  Inaugural  Sword. 
Numberedand  registered.  For  free  colour  brochure  and  provenance 
write:  U.S.  Bicentennial  Society,  Box  12091,  Richmond,  Virginia 
23241. 


Crockford  Bridge  Motors  Ltd.  BEDFORD  TK  under  3  tonnes 
unladen  weight,  no  HGV  required.  Fitted  with  1,000  cu.ft.  new  alloy 
Luton  body.  Completely  repainted  and  tested  for  one  year.  TIR. 
Immediate  delivery.  £2,000.  Telepnone:  Weybridge  48344. 

Old  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS.  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  01  -262  5439.  Walter  T. 
Spencer,  specialists  since  1 856, 47  Upper  Berkeley  Street,  London,  W.1 . 

A  fine  sea-piece  by  Francis  Musin  (signed)  on  mahogany  panel 
38"  x  25".  Fishing  boats  with  figures.  Good  condition  £750.  Bushey 
Gallery,  35  Chalk  Hill,  Watford.  Phone  21 1  37. 

Antique  Sea  Charts.  Interesting,  decorative,  sound  investment. 
Send  for  list:  Susanna  Fisher,  Spencer,  Upham,  Southampton,  England. 

Collector's  item  for  sale.  A  glass  walking  stick  patterned  with  red, 
white  and  blue  spirals.  Circa  1820.  Offers  to  Box  No.  8696. 

WANTED 

Polyrama  Panoptique  viewer  and  slides.  State  condition  and  price. 
Write:  M.  Schnebly,  622  S.  Allison  Street,  Greencastle,  PA  17225. 


MISCELLANEOUS 

Antique  Maps  and  Prints:  Illustrated  catalogue  30p.  Richard 
Nicholson,  Wavecrest,  Menai  Bridge  Road,  Bangor,  Caernarvonshire. 


Detailed  Editorial  Indexes  for  The  Connoisseur  axe  published  three 
times  a  year  at  £1.15p  each  (plus  3ip  postage).  From  The  Circulation 
Dept.  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London 
S.W.18. 


Professional  Photographer  will  photograph  your  antiques,  anywhere. 
01-274  2602;  Academy  Photos,  13/15  Shakespeare  Road,  London 
SE24  OLA. 


Desmond  Drury  (Langsterbrow  Ltd.)  repairs  metal  antiques  includ- 
ing hinges,  old  locks  and  the  engineering  of  keys  to  fit  them.  Estimates 
and  advice  without  obligation  from  99  St.  Dunstan's  Road,  London, 
W.6.  01-748  3601. 


Brighton  Antiques  Fair,  Corn  Exchange,  Pavillion  Gardens,  Brighton. 
July  5th  to  13th.  11  am  to  8  pm.  Daily  (except  Sunday). 


Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  by  special  authority  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  to  readers  of  THE  CONNOISSEUR,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can, 
including  postage  and  packing,  and  (in  UK  only)  VAT:  US  $6.50  (air) 
$5.38  surface  mail.  Canada  $6.88  (air),  $5.38  surface  mail.  Price  per 
can  UK  £1.82,  Europe  £2.15,  Australia  £3.20  (air),  £2.15  surface  mail. 
10%  discount  overall  discount  on  six  or  more  cans. 
'('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct.  1970). 


Mason's  Ironstone.  Preferably  early  impressed  mark.  Later  pieces 
also.  Send  photograph  and  price.  J.  Myers,  200  S.  Manning  Blvd., 
Albany,  N.Y.  12208. 

Gould  and  Audubon  Coloured  Prints  or  Books.  Also  other  Bird 
Prints  and  Natural  History  Books.  Write:  Taylor  Clark,  2623  Government 
St.,  Baton  Rouge,  Louisiana  70806. 


Register  advertisements  are  15p  per  word  minimum  €2.25  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD.  LONDON,  SW1V  1HF.  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  the  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 


LANDSCAPES 
of  MANY 
LANDS 

i 8th  to  20th 
Century 
Watercolours 
and  Drawings 

JUNE  5th  to  28th 

Tuesday  to 

Saturday 

ii  am.  to  6  pm. 


THE  LITTLE  GALLERY 

5  Kensington  Church  Walk,  W.8 
Tel:  01-937  8332 


!  Antique  Silver 

HARRY 

;  Sheffield  Plate 

CHERNACK 

LTD. 

;  Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET  ' 

PHONE  031 -225  3038 
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American  Silver 


Fine  example  of  an  American  Silver  Tankard  made  in  the  mid-eighteenth  century.  Makers:  Thomas  Hammersley 

of  New  York  City.  Weight  32  ozs;  Height  7  inches. 

In  1757  Thomas  Hammersley  advertised  that  he  had  moved  from  the  Change  in  Dock  Street  to  Hanover  Square 
where,  in  his  own  words  "continues  to  carry  on  his  Business,  with  the  usual  Expedition ;  and  trusts  he  can  afford  the 

same  general  satisfaction  as  here  to  fore". 


^i-ojji  out 


S.  J.  SHRUBSOLE 


S.  J.  SHRUBSOLE  LTD. 
43  MUSEUM  ST. 
LONDON  WC1A  1LY. 
TEL  01-405  2712 

One  minute  from  the  British  Museum. 

Member  of  the  British  Antique  Dealers'  Association 


S.  J.  SHRUBSOLE  CORP. 
104  EAST  57th  STREET 
NEW  YORK  10022 
TEL  0101-212-75-38920 

Member  of  the  National  Antique 
and  Art  Dealers'  Association  of  America 


An  exhibition  hi 
all  departnj 
of  Spink  will  be 
from  June  5th  -  m 

Opening  h|jr 
Weekdays  9.30-j 
Thursdays  until 
Saturdays  10.00- 


A  Lung  Ch'uan  Celadon  vase  of  baluster  form  with  a  cylindrical  neck  and  flared  mouth. 
The  foot  rimburnt  red  in  the  firing. 
Height:  17!"  (44.5  cms)  Chinese,  Ming  dynasty,  early  15th  century. 

he  side  of  the  neck  with  an  inscribed  panel  "the  offsprings  pray  that  the  household  will  be  blessed  and  all  beings  safe  and  sound." 
Note :  Pair  to  the  vase  in  the  'Percival  David  Foundation'  dated  to  the  7th  year  of  Hsuan  Te  (1432). 


Spink 

SPINK  &  SON  LTD  JL  KING  STREET,  ST  TAMES' 


KING  STREET,  ST  JAMES'S,  LONDON  SWi.  Telephone  01-930  7888  (24  hours).  Telex  Spink  Westcham  Ldn 
SCHIFFLANDE  12  HECHTPLATZ,  8001  ZURICH.  Telephone  Zurich  32  54  22.  Cables  Spink  Zurich  Ltd. 


Vn  Anticipatory  Nostalgia 


Anyone  born  before  the  First  World  War  is 
apt  to  indulge  in  maudlin  reminiscence  about 
the  London  antiques  trade  in  their  youth, 
hose  were  the  days  when  one  could  not  walk  down 
ic  Portobcllo  Road  without  finding  a  bargain.  The 
anericans  had  not  yet  carried  off  all  the  best  things  in 
■agonloads.  A  good  Chelsea  figure  could  be  bought 
)r  ,-£20.  One  suspects  that  most  of  these  nostalgic 
•flections  are  of  the  order  of  'You  could  have  a  good 
a  ning  out  for  nincpence  -  music  hall  or  cinema,  beer, 
nd  fish  and  chips'.  There  is  little  nostalgia  for  the 
/ages  of  the  period. 

Carrying  nostalgia  a  stage  further,  one  wonders 
•hich  would  have  been  the  best  time  in  history  to  go 
tttique-hunting  in  London.  Was  it  in  the  early  eight- 
cnth  century,  when  Dean  Swift  went  china-hunting; 
ir  Andrew  Fountaine  was  collecting  the  coins  of 
/hich  Pope  wrote  so  scornfully  in  The  Dunciad ;  Lady 
icttv  Germaine  was  forming  the  china  collection  for 
diich  a  special  room,  still  preserved,  was  constructed 
t  Knole;  and  Jervas  was  collecting  the  fine  old 
amtings  sold  by  Heath  in  1739. 

Or  was  it  in  the  mid  eighteenth-century,  when  the 
ondon  shops  were  scoured  by  Horace  Walpole? 

The  late  eighteenth  and  early  nineteenth  centuries 
re  dominated  by  George  IV,  as  Prince  of  Wales, 
legem  and  King  -  the  greatest  royal  antique  collector 
1  England  since  Charles  I  -  and  by  the  exotic,  sinister 
igure  of  William  Beckford,  hoarding  away  his  finds 
ti  the  hermetic  seclusion  of  Fonthill  Abbey. 

Or  again,  what  would  one  not  give  to  have  shared 
he  opportunities  (and  wealth)  of  Lady  Charlotte 
ichreiber  and  Lady  Dorothy  Nevill,  those  vulturesses 
)f  the  late  nineteenth-century  London  antiques  scene; 
>r  to  have  haggled  with  Rossetti  over  a  piece  of  'blue' 
>  s  part  of  the  clique  of  antique  collectors  so  well  evoked 
n  George  Williamson's  biography  of  the  dealer  Mur- 
ay  Marks  (1919). 

It  must  have  been  exhilarating  to  be  around  when 
he  great  American  collector-  and  merchant-princes, 
Duveen,  Pierpont  Morgan,  Chester  Beatty,  were 
ibroad  in  London  w'-h  their  cheque-books,  or  William 
Randolph  Hearst  (the  original  of  'Citizen  Kane')  who 
nought  The  Connoisseur  in  1927  and  used  often  to  buy 
mtiques  through  its  advertisement  pages.  Exhilarating, 
:oo,  to  have  witnessed  the  beginnings  of  a  more  scien- 
:ific  approach  to  things  of  the  past,  typified  by  the 
nethods  evolved  by  Sir  Augustus  Wollaston  Franks 
ind  George  Salting  in  forming  their  outstanding  col- 
ections  of  Chinese  porcelain. 

Yet,  all  this  said,  there  are  reasons  for  regarding  the 
sresent  art  and  antiques  scene  in  London  as  the  most 


enviable  of  all.  There  are  three  main  differences  be- 
tween the  present  day  and  the  1920s  scene  which  some 
of  our  readers  remember.  First,  London  has  become 
the  centre  of  the  world  antiques  trade.  Mrs.  Geraldinc 
Norman,  the  Sale  Room  Correspondent  of  The  Times, 
wrote  earlier  this  year : 

Since  1945  London  has  gradually  won  a  unique 
position  as  the  world  entrepot  for  paintings,  antiques 
and  works  of  art.  Further,  the  worldwide  expansion 
of  Christie's  and  Sotheby's  allows  them  to  pull  the 
strings  controlling  many  national  markets.  Before 
the  war  London  was  only  one  among  a  number  of 
major  centres  -  Paris,  Berlin,  New  York.  Now  it 
stands  head  and  shoulders  above  them  all.  Fine 
objects  and  collections  are  sold  elsewhere,  but  they 
are  comparatively  few;  the  auctioneers  are  frequent- 
ly Sotheby's,  Christie's  or  their  local  subsidiaries  and 
the  purchasers  are  not  infrequently  London  dealers. 
Secondly,  there  has  been  the  growth  of  big  London 
antiques  fairs.  This  began  with  the  Grosvenor  House 
Fair,  established  in  the  1930s.  The  Fair,  whose  organ- 
izers have  just  announced,  with  great  sensitivity  to  the 
changing  market,  that  its  deadline  will  be  extended 
from  1830  to  1930,  will  not  be  held  this  year:  its 
temporary  loss  will  be  felt  keenly  by  the  trade; 
but,    by    compensation    B.A.D.A.    and  S.L.A.D. 
are  holding  a  'Festival'  of  exhibitions  in  individual 
antique  shops,  and  the  International  Earls  Court  Fair, 
first  held  last  year,  is  taking  place  again  this  month 
with  renewed  strength.  Tribute  must  here  be  paid  to 
the  organizational  genius  of  Mr.  Michael  Lambert, 
who  in  drumming  up  exhibitors  for  the  first  Earls 
Court  Fair  met  with  a  certain  resistance  from  the 
London  art  and  antiques  establishment,  but  has  to  some 
extent  overcome  this,  mainly  by  showing  that  the 
grandest  Continental  dealers  were  prepared  to  show 
there.  The  Chelsea  Fair,  twice  a  year,  and  the  St. 
James's  Fair  in  the  Piccadilly  Hotel  have  also  become 
attractive  events. 

Thirdly,  an  important  development  for  the  smaller 
collector  has  been  the  rise  of  covered  antique  markets  - 
the  Chelsea  Antique  Market  and  Antiquarius  in  the 
King's  Road;  the  Kensington  Hypermarket  and  the 
Barrett  Street  Antiques  Supermarket.  Without  wishing 
to  be  unduly  alarmist,  it  is  possible  to  envisage  a 
time  -  perhaps  after  some  terrible  Depression  or  a  new 
World  War  -  when  the  early  1970s  will  seem  the 
supremely  halcyon  years  of  the  London  antiques 
trade.  The  works  illustrated  in  our  eight-page 
supplement  are  of  exemplary  quality.  Rather  than 
maunder  over  the  past,  we  should  count  our  blessings 
and  indulge  in  a  little  anticipatory  nostalgia. 
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THE  ENGLISH 
AS  COLLECTORS 
OF  FRENCH 
FURNITURE 


Francis  Watson 


1.  Drop-front  writing-desk  (secretaire  a  abattant)  veneered 
with  gilt  bronze,  stamped  by  P.  H.  Mewesen  (mattre  1776). 
585  X  2IZ  X  58^  inches. 

2.  Detail  of  drop-front  of  secretaire  a  abattant  shown  in  No.  I. 

3.  Detail  of  drop-front  of  secretaire  a  abattant  shown  in  No.  3. 

4.  Drop-front  writing-desk  (secretaire  a  abattant)  veneered 
with  kingwood  and  tulipwood  and  mounted  with  gilt  bronze. 
Stamped  by  P.  C.  Montigny  (maitrc  1766). 

372  x  15!  x  inches. 


IT  is  not  altogether  easy  to  say  when  the  English,  already  notorious  as  a  gre 
art  collecting  nation  in  the  eighteenth  century,  began  to  collect  French  fi 
niture  as  distinct  from  buying  it  as  a  form  of  house  furnishing  superior 
quality  to  what  they  could  buy  on  the  home  market.  Probably  the  two  co 
cepts  coalesced  gradually.  It  is  certain  that  a  good  deal  of  French  furniture  cai 
here  from  the  reign  of  Louis  XIV  onwards.  The  furniture  brought  over 
Ralph,  Duke  of  Montagu,  for  example,  probably  represented  merely  the  pi 
sonal  taste  of  one  who  had  spent  long  years  at  the  court  of  Versailles  at  a  m 
ment  when  Lonis  XIV  was  furnishing  it  with  hitherto  unequalled  magnificeno 
But  when,  nearly  a  century  later,  the  fourteenth  Earl  of  Shrewsbury  import 
suites  of  chairs  and  sofas  from  Paris  he  was  probably  paying  tribute  to  t. 
superior  technical  abilities  of  the  Parisian  sculpteurs  ctt  bois  (how  supreme 
accomplished  they  were  can  be  seen  in  the  magnificent  frame  -  carved  with  t 
royal  interlaced  L's  -  of  the  portrait  of  the  Comte  de  Berulle  by  Largilliere)  f( 
he  did  not  have  them  gilded  until  they  reached  this  country. 

Sometimes  this  admiration  for  the  greater  abilities  and  range  of  techni 
accomplishment  of  French  craftsmanship  may  have  been  combined  with  a  fee. 
ing  that  something  ultra-fashionable,  even  chic,  was  being  acquired.  For 
Louis  XV's  reign,  as  later,  Paris  was  the  fashion-centre  of  the  world.  This  wa 
probably  the  attitude  of  English  nobility  and  gentry,  men  like  the  Earl  c 
Coventry,  the  Duke  of  Northumberland,  Mr.  Weddel  and  others,  when  the 
ordered  complete  sets  of  the  Nielson/Boucher  tapestries  from  the  Gobelins  fac 
tory  special ly  'custom  designed'  to  fit  their  own  rooms  and  English  chai 
frames. 

Certainly,  a  few  years  later  when  the  Prince  of  Wales  employed  the  smar 
Parisian  marchand-mercier  Daguerre  to  help  him  with  the  furnishing  of  Carltoi 
House  he  was  consciously  acting  as  arbiter  of  taste  and  fashion.  And  here,  per 
haps  we  pin  down  the  moment  when  the  fashion  for  French  furnishings  wa 
slipping  into  incipient  collecting  mania,  for  within  a  few  years  the  Prince  wa 
to  begin  collecting  French  furniture  in  the  modern  sense,  a  step  which  led  hin 
on  to  form  one  of  the  greatest  collections  of  French  eighteenth-century  furri| 
ture  ever  assembled. 

Pursuing  this  enquiry  into  collecting  fine  furniture  and  buying  it  tor  use,  wt 
may  wonder  on  which  side  of  the  border  the  Boulle  writing  desk  known  tc 
have  been  at  Erddig  in  1726,  fell.  At  that  date  it  must  have  looked  as  much  ar 
exotic  in  North  Wales  as  it  would  have  done  in  France.  Was  it  a  recent  acqui- 
sition? Or  something  bought  when  it  was  new?  Unhappily  we  simply  cannot' 
answer  the  questions.  And  one  cannot  help  speculating  if  it  was  a  feeling  that  il 
was  something  of  a  'collector's  piece'  that  induced  Vardy  about  1745  to  make  a 
drawing  of  a  bureau  plat  and  cartomtier  by  Bernard  II  Vanrisamburgh  in  the 
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collection  of  a  Mr.  Arundale.  In  profile  in  black  and  white  it  looks  but  little 
different  from  a  number  of  French  pieces  that  the  architect  might  have  seen  but 
did  not  trouble  to  draw,  much  less  subtle,  for  example,  than  the  writing  table 
and  cartonnier  of  much  the  same  date  of  black  and  gold  lacquer  by  J.  Dubois  ill- 
ustrated here  (No.  9),  or,  for  that  matter  much  less  colourful  than  the  red 
lacquer  secretaire  en  pupitre,  also  by  B.V.R.B.  (No.  6).  But  at  just  that  period 
B.V.R.B.  was  becoming  the  fashionable  furniture  maker  employed  by  the 
marchands-mercier  from  whom  the  English  must  mostly  have  bought  their  fur- 
niture. 

In  contrast  to  these  pieces  we  can  be  quite  certain  that  the  gilt  bronze  garni- 
ture de  cheminee  that  the  Earl  of  Kerry  brought  over  from  Paris  was  purchased 
simply  because  such  things  were  not  made  in  England.  As  soon  as  Matthew 
Boulton  began  to  try  to  wrest  from  the  French  their  monopoly  of  fine  gilt 
bronze,  the  Earl  supported  him  by  ordering  decorative  tripods  of  ormolu 
from  the  Soho  factory  to  match  them. 

But  it  must  be  admitted  that  there  is  not  the  slightest  evidence  in  English  sale 
catalogues  of  the  pre-Revolutionary  period  that  there  was  any  widespread 
interest  in  Britain  in  collecting  French  furniture.  Certainly  none  that  it  had  any 
increased  value  as  an  antique.  In  France  there  is  abundant  evidence  that  the 
work  of  the  finest  ebenistes  of  the  immediate  past  often  became  a  'collector's 
item'  quite  quickly.  In  the  second  half  of  the  eighteenth  century  Parisian  auction 
catalogues  describe  pieces  by  A.  C.  Boulle,  by  'Bernard'  (i.e.  B.V.R.B.), 
Cressent,  Cafheri  and  a  few  others  with  a  minuteness  of  particularity  only 
equalled  here  in  the  last  two  decades.  And  evidence  of  a  sharp  rise  in  price  at 
auction  of  work  of  the  highest  quality  is  seen  clearly  in  the  huge  prices  fetched 
by  Gouthiere's  work  at  the  due  d'Aumont  sale  in  1782  when,  to  take  a  single 
example  out  of  many,  Louis  XVI  paid  12,000  Uvres  for  something  that  had  cost 
only  1,500  Uvres  to  make  new  a  year  or  two  before. 

But  with  the  great  dispersal  of  French  furniture  at  the  Revolution  the  collect- 
ing of  French  eighteenth-century  furniture  certainly  became  quite  widespread 
here.  In  fact  it  began  immediately  after  1789  when  the  first  emigres  arrived  here 
with  jewellery,  paintings  and  furniture  as  their  only  portable  assets  to  sell.  There 
is  contemporary  evidence  that  enough  came  to  glut  the  market.  But  this 
source  soon  dried  up  when  the  Revolutionary  government  seized  emigre  pro- 
perty and  refused  to  permit  its  export.  But  this  private  supply  would,  inevit- 
ably, have  been  overwhelmed  by  the  flood  of  furniture  released  by  the  sale  of 
virtually  the  entire  contents  of  the  French  Royal  palaces  which  began  in  the 
summer  of  1793. 

It  is  hard  for  posterity  to  appreciate  what  happened  on  this  occasion.  For 
over  a  year,  day  in  day  out  (save  for  the  decadis,  the  revolutionary  substitute  for 
Sunday  which  occurred  at  ten  day  intervals)  from  early  morning  to  late  even- 
ing the  entire  contents  of  a  dozen  or  so  richly  furnished  palaces  were  being  auc- 
tioned off  simultaneously.  The  royal  residences  were,  to  all  intents  and  pur- 
poses stripped  from  attic  to  cellar,  from  the  contents  of  the  sovereign's  apart- 
ments to  the  batteries  of  copper  pans  in  the  kitchen.  From  a  merely  practical 
point  of  view  it  was  crazy.  The  market  was  oversold  beyond  any  possibilities 
of  profitability  and  very  low  prices  prevailed.  But  raising  funds,  even  in 
foreign  currency,  was  not  the  object  of  the  operation  though  it  is  often  as- 
serted in  history  books  that  this  was  the  principal  purpose  of  the  sales.  The  true 
intention,  however,  was  quite  different.  It  was  entirely  political  -  to  render  the 
palaces  so  uninhabitable  that  the  Bourbons  could  never  possibly  return  to 
them.  In  this  aim  they  were  highly  successful.  No  subsequent  ruler  of  France 
has  ever  been  able  to  return  to  occupy  Versailles. 

The  consequences  of  these  sales  for  English  taste  were  important  'I  dined 
yesterday  at  Caulfield's'  wrote  Sir  Gilbert  Eliot  (later  Lord  Minto)  to  his  wife 
in  1803 ; ' .  .  .  I  saw  them  (the  servants)  light  fifty-two  wax  candles  in  the  draw- 
ing-room and  admired  all  the  treasures  he  had  crowded  into  it.  There  were  six 
great  Paris  clocks,  ormoulu  and  bronze,  all  immense  in  size  and  superb  in 


Colour 

Nicolas  de  Largilliere  (1656-1746).  Portrait  oj'Marechal  de 
Berulle.  c.  1690.  Note  the  exceptionally  fine  carved  and  gilded 
frame  which  is  carved  with  the  royal  monogram  of  two 
interlaced  L's  of  Louis  XIV.  58  X  45  inches. 
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5.  Sloping-top  bureau  (secretaire  en  pente)  veneered  with  a 
marquetry  of  various  woods  and  mounted  with  gilt  bronze! 
It  bears  the  stamp  of  C.  Wolff  (maitre  1755),  the  markfW  thd 
chateau  de  Bellevue  and  the  inventory  .Vo.  1.  referring  to  ail 
inventory  of  the  chateau  drawn  up  for  Louis  XV  in  1763. 
The  bureau  was  probably  made  for  Mme.  de  Pompadour. 
32  X  18  X  34  inches. 


7.  Small  writing  desk  (bonhetir  du  jour)  veneered  with  a 
pictorial  marquetry  of  kingwood,  tulipwood  etc,  and 
mounted  with  gilt  bronze.  It  bears  the  stamp  R.  V.L.C.  of 
Rogier  Vandercruse  known  as  Lacroix  (waitre  1755). 
24  X  16  X  40  inches. 


6.  Sloping-top  bureau  decorated  with  scarlet  lacquer  (verni 
Martin  j  with  key-hole  escutcheon,  feet  etc.  of  gilt-bronze 
struck  with  the  crowned-C  showing  they  (and  therefore  the 
bureau)  were  made  between  1745  and  1749.  It  bears  the 
stamp  B.  V.R.B.  of  Bernard  II  Vanrisamburgh  (maitre  before 
1730).  27^  x  17  X  32  inches. 


decoration,  as  the  fashion  now  is'  and  an  abundance  of  other  quotations  could 
be  adduced  to  prove  the  same  point.  Twenty  years  later  Ackerinan's  Repository 
asserted  that  'the  taste  for  French  furniture  is  carried  to  such  an  extent  that  most 
fashionable  mansions .  .  .  are  fitted  up  in  the  same  style'.  Even  at  the  beginning 
of  the  present  century  the  late  Percival  Griffiths  recorded  that  when  he  began 
assembling  his  magnificent  English  furniture  in  the  first  decade  of  this  century, 
he  bought  it  very  inexpensively  because  'the  wealthy  collector  in  those  days 
would  have  nothing  to  do  with  English  furniture;  he  interested  himself  in  the 
more  precious  products  of  the  Continent  -  in  French  furniture,  cinqucccnto 
bronzes,  Limoges  enamels  and  snuffboxes'. 

Typical  of  the  sort  of  thing  thrown  up  by  the  Revolutionary  sales  is  the  small 
writing  desk  [bureau  en  petite  or  secretaire  en  pupitre)  bearing  the  stamp  of 
Christophe  Wolff  with  the  brand  of  the  Chateau  de  Bcllevue  and  the  painted 
inventory  No  I.  (No.  5).  Bcllevue  changed  hands  several  times.  It  was  built  in 
1748  by  Lassurancc  for  Mine,  dc  Pompadour,  bought  from  her  by  the  King  in 
1757,  later  it  passed  by  inheritance  to  Louis  XVI  who  gave  it  as  a  country 
residence  to  his  aunts,  the  princesses  Victoirc,  Adelaide  and  Sophie.  The  in- 
ventory number  corresponds  with  an  entry  in  the  inventory  of  the  contents  of 
the  palace  taken  in  April  and  May  1763,  a  routine  inventory  drawn  up  whilst 
Louis  XV  was  owner  of  Bcllevue  and  its  contents  though  Mine,  dc  Pompa- 
dour was  still  in  occupation. 

The  entry  reads  as  follows: 

No.  1  Un  secretaire  de  different*  hois  des  hides  a  placcagcs  et  a  fleurs  de  plusieurs 
couleurs  omi  de  moulures,  festons,  entrees  dc  serrures  et  pieds  dc  bronze  dore  d'or 
moulu,  \e  devant  ferinant  a  clef  sabat  et  forme  tine  table  a  eerie  couverte  de  maroquin 
bleu,  en  dedans  sont  tine  trape  et  trois  Tiroirs  dont  celui  dn  milieu  ferine  a  clef,  le 
tiroir  du  cote  droit  est  garni  d'Encricr,  poudrier  et  boctc  a  Epongc  dargent  long  de 
jo  ponces,  sur  ij:  ponces  de  profondeur  et  jj:  ponces  de  haut. 

Of  course  it  must  have  been  acquired  some  years  before  this  inventory  was 
drawn  up,  probably  between  1755  when  Christophe  Wolff  became  a  maitre 
cbeniste  and  1757  when  the  King  bought  the  contents  of  the  house.  One  would 
like  to  think  that  Mmc.  dc  Pompadour  may  have  bought  it  from  her  favourite 
marchand-mercier  Lazare  Duvaux.  Unfortunately  it  is  not  to  be  identified  with 
any  entries  in  the  parts  of  his  day-book  which  survive.  A  small  ticket  stuck  at  a 
later  date  beneath  the  top  is  inscribed  in  not  altogether  legible  writing  with  the 
statement  that  it  was  part  of  the  furnishings  of  the  ' 'premiere femnte  de  diamine'  of 
Mmc.  Victoirc,  the  elderly  aunt  of  the  King  whose  splendid  bust  by  Houdon 
is  to  be  seen  on  the  staircase  at  the  Wallace  Collection.  If  this  seems  something 
of  a  declension  of  fortune  it  must  be  remembered  that  a  princess's  fetnme  de 
chambre  was  probably  a  woman  of  considerable  social  status  and,  moreover, 
when  it  was  placed  in  her  room  it  would  probably  have  been  regarded  merely 
as  old  fashioned  and  not  at  all  looked  at  with  the  eye  of  the  modern  collector. 

This  is  the  reason  why  the  greater  part  of  the  furniture  coming  to  England 
during  the  Revolutionary  period  is  in  the  Louis  XVI  style.  It  was  the  current 
style  in  fashion  under  the  last  years  of  the  ancien  regime.  A  piece  like  the  secretaire 
a  abattant  (No.  1)  stamped  by  P.-H.  Mcwcscn  is  typical  of  the  sort  of  thing 
arriving  in  England  at  this  period.  The  cbeniste  was  of  Scandinavian  origin  and 
came  to  Paris  around  1 760,  obtaining  the  maitrise  in  1 766.  It  is  interesting  to  note 
that  an  almost  identical  secretaire  but  of  narrower  shape  was  exhibited  at  the 
Musee  des  Arts  Dccoratifs  in  1956  bearing  the  stamp  of  L.  Boudin.  This  does  not 
indicate  that  either  was  stealing  the  other's  design.  Boudin  was  a  marchand- 
ebeniste,  that  is  to  say  he  was  not  only  a  furniture  maker  but  retailed  furniture 
made  by  other  ebenistes.  When  doing  so,  however,  he  was  required  by  guild 
regulations  to  impose  his  own  stamp. 

Such  a  piece  is  in  the  mainstream  of  Parisian  taste  in  the  years  around  1775, 
as  are  the  other  two  secretaires  illustrated  here,  the  one  stamped  by  P.-C. 
Montigny  (No.  4),  the  other  (No.  14),  once  attributed  to  J.-F.  Oeben  but  bear- 


y.Writing  tabic  with  its  filing  cabinet  (bureau  plat  avec  soii  tt 
cartonnier)  decorated  with  black  and  gold  lacquer  ( verms  \ 
Martini  and  mounted  with  gilt  bronze  by  J.  Dubois ii«t 

1742).  57^  x  302  X  312  inches. 


10.  Semi-circular  side  table  (console),  one  of  a  pair  veneerej< 
with  ebonised  wood  and  mounted  with  gilt-bronze  in  thai 
manner  of  A.  E.  Boulle  (working  c.  1670-1732). 
435  X  22  X  36  inches. 
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13-  Occasional  table(gueridon)  veneered  with  ebonised  wood 
with  a  circular  top  of  oriental  lacquer  and  legs  on  mounts  of 
gilt  bronze.  In  the  manner  of  A.  Weisweiller  {mattre  1778). 
29  j  x  i6|  inches. 

14.  Drop-front  secretaire {sicritaire  h  abattant)  veneered  with 
kingwood,  tulipwood  and  various  other  exotic  woods  and 
with  mounts  of  gilt  bronze.  It  bears  the  stamp  of  J.  F.  Leleu 
(maitre  1764).  54^  X  26  X  17^  inches. 


ing  the  stamp  of  J.  F.  Leleu,  one  of  his  two  principal  compactions  (i.e.  apprerccy 
the  other  was  Riesener).  This  last  is  said  to  have  come  from  the  tax  faring 
family  of  Lalive  de  Jully,  one  of  the  most  influential  patrons  of  the  touisCVI 
style  in  furniture  at  its  inception  in  the  1750s.  His  taste,  judging  by  the  fa:qus 
suite,  once  his  and  now  in  the  Musee  Conde  at  Chantilly  was  generally  ore 
austere  than  this.  The  desk,  back-stool  and  cartonnier  in  question  (hc.vas 
painted  with  them  by  Grcuze  in  1758)  were  veneered  with  ebony  or  ebojsed 
wood  and  bore  mounts  of  a  heavily  baroque  character  which  harked  bat  to 
Boullc's  work  and  the  period  of  Louis  XIV.  If  elegant  Louis  XV  writing  c,k 
like  those  by  B.V.R.B.  and  Wolff  illustrated  here,  were  just  far  enough  ;/av 
to  be  thoroughly  unfashionable  at  the  time  of  the  Versailles  sales,  Boulle  fjni- 
ture  was  remote  enough  to  become  the  height  of  fashion  during  Louis  \ 
reign.  Huge  armoires  were  dragged  out  from  basements  and  servants'  qua|fi 
to  which  they  had  been  relegated  and  were  avidly  collected.  A  pair  of  sucltbi 
example,  now  in  the  Louvre  and  having  passed  through  two  famous  Enjisli 
collections,  those  of  William  Beckford  and  the  eighth  Duke  of  Hamipn. 
already  fetched  the  astonishing  price  of  over  5,000  livres  at  auction  in  17821*- 
haps  as  much  as  they  would  fetch  today,  having  regard  to  the  dcvaluatid  01 
money.  In  1882  they  fetched  over  .£12,000  at  the  Hamilton  Palace  sale. 

The  consequence  of  this  reawakened  taste  was  that  Boulle  furniture  beg]  tc 
be  made  once  again.  Often  it  is  very  difficult  to  tell  whether  a  piece  is  genfi 
seventeenth-century  work  or  pastiche  of  a  century  later;  sometimes  indefflB 
is  both,  for  panels  from  genuine  Louis  XIV  pieces  were  given  a  matchinaa- 
ting  or  framework  of  a  remarkably  deceptive  character.  A  number  ofebetm 
such  as  E.  Lavasseur,  Montigny,  Weisweiller  and  others  (particularly  thebfl 
of  these)  made  something  of  a  speciality  of  producing  such  pastiches  of  Bull 
furniture.  A  pertinent  example  is  a  pair  of  display  cabinets,  one  of  \vhi 
shown  here  (No.  8).  In  this  case  its  late  eighteenth-century  origin  is  clear, 
marquetry  of  the  fronts  is  very  close  to  early  Boulle  work  indeed,  as  anil 
mounts,  but  the  lattice-work  pattern  of  the  marquetry  panels  forming  h 
sides  would  have  been  unthinkable  before  the  Neo-classic  period.  These  pies 
coming  from  Seaton  Delaval,  must  have  been  in  England  since  the  early  rte- 
tccnth  century.  They  are  precisely  the  sort  of  furniture  fashionable  in  Pai  ii 
the  immediate  prc-Revolutionary  period,  and  are  likely  to  have  come  hens; 
consequence  of  the  great  diaspora  of  furniture  which  began  in  1793. 

The  flood  of  fine  French  furniture  then  coming  on  to  the  English  m;sf 
went  on  for  several  decades.  Even  after  the  fall  of  the  French  Empire  anchi 
restoration  of  the  Bourbons  it  continued.  The  newly  impoverished  Napoleii< 
aristocracy  often  found  it  necessary  to  divest  themselves  of  their  rcccntlyc- 
quired  possessions  and  many  of  the  returning  emigres  found  themselves  11:  e 
the  same  economic  necessity.  Most  of  this  material  came  directly  or  indinh 
on  to  the  London  art  market  either  through  the  auction  rooms  or  the  activ  tc 
of  contemporary  dealers  like  Fagg  and  Baldock.  The  result  was  not  cnlyln 
creation  of  the  two  greatest  assemblages  of  French  eighteenth-century  fttf 
ture  in  existence,  the  Wallace  Collection  and  the  Royal  Collection,  bud 
many  lesser  ones  like  those  of  George  Watson  Taylor  and  William  Beck  r< 
(the  list  of  names  could  be  expanded  almost  indefinitely).  During  the  nc 
tccnth  century  this  filtered  down  into  many  smaller  collections  so  that  byro 
end  of  the  period  there  were  few  English  houses  of  any  note  where  at  least  n 
or  two  pieces  of  French  furniture  of  high  quality  were  not  to  be  found.  Inc:< 
it  has  been  claimed  that  at  that  period  nearly  three  quarters  of  the  finest  Fru-l 
ebenisterie  surviving  from  the  eighteenth  century  was  to  be  found  in  this  cour  I 


The  painting  and  furniture  illustrated  in  this  article 
are  in  the  exhibition  of  Partridge  ( Fine  Arts)  Ltd. , 
of  144-146,  New  Bond  Street,  London  wiy  oly. 
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15.  Large  armchair  (fauteuil  a  la  Reine)  from  a  set  of  two  arm- 
chairs, two  large  armchairs  and  a  sofa  with  frames  of  gilt 
beechwood.  In  the  manner  of  G.Jacob  (maitrv  176s). 
Height  36I  inches. 


16.  Side  table  (console)  of  elaborately  carved  and  gilded  wood 
with  tops  of  marble.  One  of  a  pair  of  North  Italian,  possibly 
Genoese  of  Picdmontese  origin.  34,  X  48  X  20  inches. 


SIR  WILLIAM  ALL 


1±± 


1 .  Lord  Byron. 
Black  and  red  chalk 
sketch  almost 
certainly  drawn  from 
life  after  Allan's 
return  from  Russia 
in  1814. 

2.  Sclj -portrait. 
Allan  is  holding 
what  appears  to  be 
a  Tartar  bow. 


William  Allan 


Sir  William  Allan  had  a  long,  varied  and  distinguished  career.  For  nearly  a  quarter  of  a 
century  he  dominated  the  Scottish  scene,  first  as  Master  of  the  Trustees  School  in  Edinburgh 
and  later  as  President  of  the  Royal  Scottish  Academy;  yet  despite  his  undoubted  influence, 
and  the  warmth  of  his  personality,  there  is  no  biography  of  him,  and  no  authoritative  account 
of  his  work.  He  is  best  known  for  his  two  panoramic  studies  of  the  battle  of  Waterloo,  well 
thought  of  by  the  Duke  of  Wellington  because  the  action  was  not  too  much  obscured  by 
smoke  -  hardly  an  adequate  monument  for  a  man  who  gave  a  new  direction  to  Scottish 
painting,  was  a  close  friend  of  Sir  Walter  Scott  and  who  earned  the  respect,  as  well  as  the 
roubles,  of  Czar  Nicholas  I  of  Russia. 


A  llan  was  born  in  T782,  the  son  of  a  respectable, 
/  %    ifhumble,  officer  of  the  Court  of  Session. 
J_    %    His  upbringing  and  education  were 
conventional  enough,  which  meant  in  Scotland  that 
he  had  a  good  grounding  in  the  classics  and  a  healthy 
knowledge  of  science  and  geography.  His  teacher  and 
guide  at  the  Edinburgh  High  School  was  William 
Nicol,  a  boon  companion  of  Robbie  Burns  and  a  man 
with  great  gifts  of  exposition. 
Unfortunately  there  is  no  record  of  Allan's 
schooldays,  and  he  next  appears  as  a  student  at  the 
Trustees'  School,  alongside  John  Burnet,  Alexander 
Fraser  and  David  Wilkic.  It  is  known  that  Allan  came 
to  London  before  1  800,  and  that  he  studied  briefly  at 
the  Royal  Academy  Schools;  in  1803  he  exhibited  his 
first  important  painting,  entitled  A  Gypsy  Boy  with  ati 
Ass.  Although  gypsies  were  acceptable,  even  trite, 
subjects  for  composition,  it  seems  likely  that  Allan 
was  fascinated  by  the  outlandish  and  half  known 
regions  brought  to  mind  by  the  gypsies'  colourful 
appearance  and  dark,  passionate  nature.  In  1805  he 
thre  w  up  his  fledgling  career  in  London,  and  set  off 
for  St.  Petersburg,  the  Venice  of  the  north. 

The  sea  voyage  to  the  Baltic  was  a  hazardous  one, 
and  Allan's  ship  was  wrecked  in  a  storm  off  Memel. 
Although  his  life  was  saved,  his  goods  and  his  money 
were  evidently  lost  to  him,  for  Allan  spent  the  summer 
of  1805  in  Memel,  painting  portraits  of  the  Dutch 
Consul  and  other  members  of  the  diplomatic 
community.  When  he  had  made  enough  money  to 
take  him  comfortably  to  the  Russian  capital,  he  chose 
to  take  the  longer  overland  route  rather  than  trust 
himself  once  again  to  the  sea.  As  he  crossed  over  into 
Russia,  Allan  passed  long  columns  of  Russian  troops, 
their  colours  cased,  trudging  westwards  on  their 
way  to  fight  the  French.  There  is,  alas,  no  record  of 


his  impressions,  cither  verbal  or  in  a  sketch  book ;  but 
it  must  have  been  an  impressive  sight  to  one  whose 
only  experience  of  martial  display  was  the  miniature 
parades  of  the  Edinburgh  castle  garrison,  or  the 
colourful  antics  of  the  local  Volunteers. 

Arrived  in  St.  Petersburg,  Allan  became  friendly 
with  Sir  Alexander  Crichton,  one  of  the  physicians  to  1 
the  Imperial  family.  The  Scottish  connection  with 
Russia  was  an  old  one,  going  back  to  the  earliest  days 
of  the  Baltic  timber  trade  and  the  activities  of  the 
Muscovy  Company.  The  political  troubles  in 
Scotland,  the  '15  and  the  '45,  had  led  many  Scots  to 
take  service  with  the  continental  powers;  Andrew 
Keith  became  the  Prussian  Feldmarschall  von  Keith, 
and  Francis  Grieg  a  Russian  admiral.  Apart  from  the 
military  profession,  Scottish  scientists  and  professional 
men  perhaps  found  a  wider  scope  and  an  easier  way 
to  influence  in  Russia  than  in  the  German  states.  The 
rapid  westernisation  of  Russia,  and  the  expansion  of  j 
the  Russian  empire,  meant  that  new  recruits  were 
urgently  needed  to  supplement  the  German  and  Baltic  j 
elite  who  had  such  a  prominent  role  in  the 
management  of  Catherine  the  Great's  empire.  Also, 
foreigners  were  expendable,  and  unlikely  to  become  a 
political  nuisance.  So  by  the  early  years  of  the 
nineteenth  century  there  was  a  thriving  community 
of  Scots  in  St.  Petersburg,  delighted  no  doubt  to 
assist  any  fellow  countryman. 

Allan  seems  to  have  made  good  use  of  his  connection 
with  the  court,  for  he  was  given  permission  to  travel 
widely  in  the  interior  of  the  Russian  empire,  a  favour 
seldom  allowed  a  foreigner,  and  one  which  became 
increasingly  difficult  to  secure  as  the  nineteenth 
century  advanced.  From  the  end  of  1805  to  at  least  the 
spring  of  1809  Allan  travelled  through  the  length  and 
breadth  of  southern  Russia.  He  visited  the  Ukraine, 
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crossed  over  into  what  lie  described  as  Tartary,  and 
even  penetrated  the  outlying  provinces  of  the  Turkish 
empire.  The  Cossack  tribes  fascinated  him,  and  he 
made  a  great  succession  of  sketches;  faces  and  types 
seem  to  have  made  less  appeal  to  him  than  the  clothes, 
ornaments  and  arms  which  these  barbaric  warriors 
wore.  The  colour,  texture  and  design  of  their  robes 
were  utterly  unfamiliar  to  him,  and  the  length  of  time 
he  spent  in  his  travels  is  evidence  enough  of  his 
excitement  over  this  perfect  subject  for  an 
imaginative  artist.  The  weapons,  too,  delighted  him; 
the  swords,  bows  and  axes  which  he  collected  seemed 
to  belong  to  centuries  before,  to  have  more  in  common 
with  the  great  Khans  than  the  modern  epic  of 
Napoleon  which  was  being  fought  out  a  thousand 
miles  to  the  West. 

In  [812  Allan  decided  to  return  to  Scotland  and  use 
his  remarkable  knowledge  of  unfamiliar  lands  to 
relaunch  his  career  as  an  artist.  The  Napoleonic 
invasion  of  Russia  put  an  end  to  his  plan  of  returning 
overland  to  Memel,  and  he  evidently  decided  to  stay 
on  in  Russia  and  witness  the  campaign  and  its  terrible 
aftermath.  Once  again,  there  is  no  record  of  what  he 
did  during  the  invasion,  or  where  he  went,  except  a 
brief  note  that  he  did  indeed  take  part  in  some 
notable  moments  of  the  war.  There  were  British 
troops  in  Russia,  few  in  number  admittedly,  but  it  is 
conceivable  that  Allan  may  have  approached  Sir 
Robert  Wilson,  the  British  Commissioner,  to  find  some 
post  trom  which  he  could  view  the  struggle.  Other 
British  residents  did  the  same,  and  it  would  certainly 
be  consistent  with  Allan's  vigorous,  even  restless 
nature.  The  evidence  against  this  theory  is  that  there 
arc  no  known  sketches,  still  less  paintings  of  the 
Russian  campaign  and  Allan  does  not  seem  to  have 
alluded  to  this  period  in  his  life  in  after  years;  on  the 
other  hand,  his  battle  paintings  are  realistic  in  a  way 
that  those  of  some  of  his  contemporaries  are  not,  and 
the  Iron  Duke  himself  thought  highly  of  them. 

The  fall  of  Napoleon  in  April  1814,  and  the 
reopening  of  commercial  traffic  across  Europe, 
f  allowed  Allan  to  come  home  to  Edinburgh  at  last. 
He  set  up  a  studio,  and  apparently  kept  hard  at  work 
painting  scenes  based  on  his  travels  in  Russia.  They 
were  not  very  successful,  and  few  people  bought  them. 
One  exception  was  his  former  patron,  the  Grand 
Duke  Nicholas  of  Russia;  he  bought  a  series  of  paint- 
ings depicting  Peter  the  Great  demonstrating  the  art 
of  shipbuilding  to  the  Russian  people.  At  least  one 
in  this  scries  hangs  in  the  Winter  Palace  at  Leningrad 
to  this  day.  Despite  his  lack  of  success  with  the  brush, 
Allan  seems  to  have  led  a  full  life.  He  was  by  all 
accounts  a  very  lively  and  entertaining  companion; 
a  gifted  mimic,  he  delighted  in  exposing  the  pedantry 
and  smugness  of  Edinburgh  society.  His  friends  were 
mostly  artists  and  writers,  and  at  some  point  not  long 
after  his  return  from  Russia,  he  was  introduced  to 
Walter  Scott.  This  meeting,  and  the  friendship  that 
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3.  A  Tartar  Horseman. 

Chalk  sketch  drawn 

during  Allan's  travels  through 

Turkey  and  what  he 

called  Tartary  in  1806-1808. 

5.  A  gala  day  at 

Abbotsford,  the  home 

of  Sir  Walter  Scott : 

Allan  never  apparently  completed 

the  painting  suggested 

in  this  sketch. 


4.  Sketches  of  Edinburgh  types. 


6.  Sir  Walter  Scott 
standing  before 
Shakespeare's  tomb : 
this  painting  is 
unsigned,  but  both 
its  subject  and 
technique  suggest 
that  Allan  was  its 
author. 
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Colour 

Byron  Resting  in  a 

Fisherman's  Hut  after 

'wimming  the 

Hellespont: 

in  imaginary 

"econstruction 

irst  exhibited  in  1 83 1. 

Private  collection. 


grew  out  of  it,  was  of  crucial  importance  to  Allan's 
development  as  a  painter.  He  devoted  his  great  energy 
and  sense  of  romance  to  the  history  of  his  native  land. 
His  travels  had  given  him  a  feeling  for  the  colourful 
and  the  irregular,  and  this  enthusiasm  he  turned  back 
on  to  Scotland's  turbulent  past,  and  the  dynastic  and 
religious  quarrels  of  Stuart  days. 

The  first  of  these  historical  paintings  to  arouse  more 
than  local  interest  was  John  Knox  admonishing  Mary 
Queen  oj  Scots,  exhibited  in  1823  and  at  once 
engraved  by  John  Burnet.  The  popularity  of  this 
painting,  and  the  new-found  taste  for  Scottish 
history  made  Allan  a  powerful  ally  in  the  struggle  to 
set  up  a  Scottish  Academy  on  the  lines  of  the  Royal 
Academy  in  London.  In  1826  the  efforts  of  many 
years  were  rewarded  by  the  establishment  of  just  such 
an  academy,  under  the  Presidency  of  George  Watson. 
Allan's  help  was  acknowledged  by  his  appointment  as 
Master  of  the  Trustees'  School,  a  post  of  great 
influence  which  he  held  until  shortly  before  his  death 
in  1850. 

Towards  the  close  of  the  1820s  Allan's  health  gave 
way,  and  he  set  out  once  again  for  the  east.  He 
travelled  in  Italy,  and  in  the  westerly  parts  of  the 
Ottoman  Empire.  In  Greece  he  saw  evidence  of  the 
cruelty  and  devastation  caused  by  the  war  of  liberation 
and  he  became  interested  in  the  character  and  fate  of 
Lord  Byron.  When  he  came  back  to  Scotland  in  1830, 
he  painted  the  Byronic  scene  illustrated  in  this  article 
(see  colour),  basing  his  delineation  of  Byron's 
features  on  a  drawing  he  had  made  in  18 14, 
presumably  from  the  life.  Although  the  picture  is 
studied,  and  listless  in  atmosphere,  the  fine  colour  and 
clarity  of  detail  make  it  interesting.  Allan  was  a  poor 
draughtsman  in  the  sense  that  his  very  exactitude  and 
care  deprive  his  drawings  of  life  and  movement.  Time 
and  again  he  chose  a  romantic,  vital  subject  only  to 
paint  a  canvas  stuck  fast  with  technical  competence. 
Byron  Resting  in  a  Fisherman's  Hut  after  swimming 
the  Hellespont  is  a  colourful  and  delightful  fantasy,  but 
hardly  the  great  painting  that  Allan's  friend  Robert 
Nasmyth,  who  bought  the  picture,  nught  have 
hoped  for. 

Allan  was  at  Ins  best  when  handling  those  grand 
historical  themes  suggested  to  him  by  Scott's  novels 
and  his  own  historical  imagination.  The  Murder  of 
Rizzio,  the  Death  of  the  Regent  Murray  and  his  last 
unfinished  The  Battle  of  Bannockburn  are  all  fine 
compositions,  gloriously  coloured  and  interestingly 
detailed.  By  contrast,  the  sketches  and  portraits  which 
Allan  made  of  his  friend  Scott  are  less  satisfactory. 
His  first  painting  of  Scott  in  his  study  at  Abbotsford 
was  executed  in  the  late  1820s,  and  he  painted  several 
other  scenes  from  life  at  Abbotsford.  Lockhart,  in  his 
Life  of  Sir  Walter  Scott  has  several  references  to  Allan's 
visits,  and  acknowledges  the  warmth  of  friendship 
that  grew  up  between  novelist  and  painter.  At  the 
time  of  Scott's  death.  Lockhart  wrote  in  his  diary: 


'Perceiving,  towards  the  end  of  August  [1832]  that 
the  end  was  near,  and  thinking  it  very  likely  that 
Abbotsford  might  soon  undergo  many  changes,  and 
myself,  at  all  events,  never  sec  it  again,  I  felt  a  desire 
to  have  some  image  preserved  of  the  interior 
apartments  as  occupied  by  their  founder,  and  invited 
from  Edinburgh  for  that  purpose  Sir  Walter's  dear 
friend,  William  Allan  -  whose  presence,  I  well  knew, 
would  even  under  the  circumstances  of  that  time  be 
nowise  troublesome  to  any  of  the  family,  but  the 
contrary  in  all  respects.  Mr.  Allan  willingly  complied, 
and  executed  a  series  of  beautiful  drawings.  He  also 
shared  our  watchings  and  witnessed  all  but  the  last 
moments.'  Allan's  portraits  of  Scott  are  reckoned  to 
be  the  best  likenesses  of  the  many  hundreds  made  of 
Scotland's  'Uncrowned  King'.  Lockhart  was  highly 
critical  of  Wilkie's  efforts  in  that  direction,  and 
thought  Allan  a  better  portraitist. 

After  a  fresh  round  of  Mediterranean  travels, 
Allan  returned  to  find  himself  elected  to  the  Royal 
Academy;  in  1837  he  succeeded  George  Watson  as 
President  of  the  Royal  Scottish  Academy,  and  he 
accepted  a  knighthood  from  Queen  Victoria  in  1842. 
The  last  eight  years  of  Ins  life  were  spent  largely  in 
administrative  work;  he  worked  hard  to  establish  a 
Scottish  National  Gallery,  winch  he  intended  to  group 
round  the  existing  collections  of  the  Academy  and  the 
Royal  Institution,  amplified  by  the  bequest  of  Sir 
James  Erskine  of  Torrie.  Allan's  geniality  and  tact 
must  have  been  a  great  asset  in  that  long  round  of 
negotiations.  He  painted  his  first  picture  of  the  battle 
of  Waterloo,  from  the  Allied  side,  in  1843,  and  its 
complement,  from  the  French  side,  in  1846.  He 
hoped  that  it  would  be  chosen  to  hang  in  the  new 
Palace  of  Westminster,  but  it  was  not  selected  and 
Allan  had  to  rest  content  with  selling  it  to  the  Duke  of 
Wellington.  In  February  1850  he  died,  still  at  work 
on  his  largest  canvas,  The  Battle  of  Bannockburn. 

Allan  was  a  'polite'  painter  who,  alas  for  his 
enduring  reputation,  was  attracted  by  impolite  and 
turbulent  scenes.  There  is  restraint  in  his  figures,  a 
kind  of  friendly  curiosity,  which  cuts  right  across  the 
drama  and  sweep  of  the  events  he  chose  to  depict. 
For  that  reason,  perhaps,  his  drawings  of  Scott  are 
the  most  attractive  of  his  works,  and  for  that  reason, 
too,  his  painting  of  Byron,  never  before  published 
or  exhibited,  comes  as  something  of  a  disappointment; 
the  theme  is  grand,  the  personality  larger  than  life, 
but  the  final  result  bloodless  and  timid.  Perhaps  that 
is  a  clue  to  the  painter  altogether,  and  explains  why 
such  a  happy  and  genial  man  should  find  a  score  of 
references  in  other  people's  memoirs,  but  fail  to 
command  a  biography  of  his  own. 
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GARRARD  &  CO 


Christopher  Lever 


i.  One  of  a  set  of  four 
silver-gilt  George  II 
dishes  by 

George  Wickcs,  1739. 
Diameter:  10  inches. 


The  founder  of  the  flourishing  firm  known  to- 
day as  'Garrard  &  Co.,  Goldsmiths  and  Crown 
jewellers',  was  one  George  Wickes  the  son  of 
James  Wickes,  an  'upholsterer'  of  Bury  St.  Edmunds, 
Suffolk.  In  December  1712  George  was  bound  appren- 
tice to  a  London  goldsmith,  Samuel  Wastell ;  he  receiv- 
ed his  Freedom  on  16  June  1720,  and  on  3  February 
1722,  when  he  was  living  in  Thrcadneedle  Street,  regis- 
tered his  maker's  marks  at  Goldsmiths'  Hall. 

Between  1730  and  1735  Wickes  was  in  partnership 
with  a  certain  John  Craig  on  the  corner  of  Norris 
Street  near  the  Haymarkct.  On  2  November  1747  'a 
Moiety  of  the  Stock  in  Trade'  was  transferred  by 
Wickes  to  a  new  partner,  Edward  Wakelin,  the  son  of 
Edward  Wakelin  a  'baker'  of  Uttoxctcr,  Staffordshire: 
from  that  date  Wakelin  appears  more  or  less  to  have 
taken  over  the  running  of  the  business.  At  some  time 
during  the  early  1760s  Wakelin  took  as  his  partner 
John  Parker,  the  son  of  'Thomas  Parker,  Gent',  of  Long- 
don,  Worcestershire,  who  on  7  July  1751  had  been  ap- 
prenticed to  Wickes.  In  March  1766  Wakclin's  son, 
11,  became  apprenticed  to  his  father;  ten  years  later 


he  registered  a  joint  mark  with  one  William  Taylor,  a 
which  time  it  appears  that  both  Parker  and  Edwar 
Wakelin  retired.  In  1792  Taylor  appears  to  have  lcfl 
the  firm;  as  a  result  Wakelin#took  as  his  new  partnc 
Robert  Garrard  (175  8-1 8 18),  who  entered  a  joint  mar 
with  Wakelin,  IW  over  RG,  at  Goldsmiths'  Hall  on  2 
October  of  the  same  year  (1792).  Ten  years  later  Wake 
lin  retired  or  died,  and  on  11  August  1802  Garran 
registered  his  own  mark,  a  cursive  RG;  from  that  datii 
the  firm  remained  for  one  hundred  and  fifty-four  year: 
in  the  hands  of  members  of  the  Garrard  family. 

Robert  Garrard's  grandfather,  who  came  from  New 
bury  in  Berkshire,  died  early  in  life,  leaving  two  youn| 
sons,  and  a  widow  who  married  secondly  one  Ellis, 
'clothier',  of  Stroud  in  Gloucestershire.  The  younge 
boy  entered  the  church  while  the  elder,  Robert  Hasle 
foot,  was  sent  to  his  step-father's  brother  Stephen,  ; 
merchant  in  Cheapside,  who  lived  in  Crouch  En< 
Lane,  Hornsey.  Robert  Haslefoot,  who  died  on  29 
March  1785,  eventually  became  a  'linendraper'  of  Che 
apside,  and  married  in  about  1756  Miriam  (died  1801) 
the  daughter  of  Captain  Richards,  Royal  Artillery,  ol 
the  Isle  of  Wight  and  Biggin  Farm,  Norwood,  Surrey 
They  had  four  children;  Samuel,  born  in  1757;  Robert 
born  at  'one  quarter  of  an  hour  past  10  o'clock  in  the 
morning'  on  15  November  1758;  George,  born  in 
1760,  who  later  achieved  distinction  as  a  painter,  be- 
coming an  A.R.A.:  he  married  Matilda,  daughter  ofj 
Sawrey  Gilpin,  R.A.  (1733-1807);  and  Miriam,  bom 
in  1762. 

Robert  Garrard  was  apprenticed  on  7  October  1773' 
to  Stephen  Unwin,  'hardwareman',  of  Cheapside,  a) 
member  of  the  Grocers'  Company.  Robert  obtained 
his  Freedom  of  that  Company  in  1780,  when  he  was 
described  as  the  'late  apprentice  to  Stephen  Unwin  now 
with  Messrs.  Wakelin  &:  Co.  Goldsmiths,  Panton, 
Street,  Haymarkct'. 

It  appears  possible  that  Robert  Garrard  was  a  des- 
cendant of  Sir  William  Garrard,  Lord  Mayor  of  London 
in  1555 ;  Sir  John  Garrard,  1st  Baronet,  Lord  Mayor  in 
1601 ;  and  Sir  Samuel  Garrard,  Bt.  (1650-1724),  Master, 
of  the  Worshipful  Company  of  Grocers  and  Lord 
Mayor  in  1709,  when  the  notorious  Dr.  Henry  Sache- 
vcrell  (1674-1724)  preached  his  seditious  sermon  with 
the  text  'In  Peril,  Amongst  False  Bretheren'  on  Guy' 
Fawkes  Day  to  the  Lord  Mayor's  congregation  in  St. 
Paul's  Cathedral.  Garrard  was  subsequently  involved  in 
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2.  Silver-gilt  epergnc 
by  George  Wickes, 
founder  of 
Garrard  &  Co. 


Sacheverell's  trial  in  1 710  before  the  House  of  Lords  in 
Westminster  Hall. 

Robert  Garrard  clearly  never  received  any  training 
as  a  goldsmith,  apart  from  what  he  was  able  to  pick  up 
in  the  course  of  his  daily  work  with  Wakelin  &  Co., 
and  must  have  achieved  control  of  the  firm  solely 
through  his  business  skill;  he  died  on  26  March  1818, 
and  was  succeeded  in  the  business  by  his  three  elder 
sons,  Robert,  James  and  Sebastian. 

Robert  Garrard  II  was  born  on  13  August  1793 ;  he 
was  apprenticed  to  his  father  'citizen  and  grocer'  on  1 
June  1809,  receiving  his  Freedom  in  July  1816;  he  be- 
came a  Liveryman  in  1 8 1 8,  and  was  elected  to  the  Court 
in  1843 ;  in  1844,  '45  and  '52  he  was  appointed  Warden, 
being  elected  Master  of  the  Worshipful  Company  of 
Grocers  in  1853.  He  registered  his  first  maker's  mark,  a 
cursive  RG,  on  18  April  181 8;  tins  was  followed  on  17 
January  1822  by  a  second  mark,  RG  crowned,  which 
was  entered  from  St.  Martin's,  Panton  Street.  On  27 


February  1836  Robert  Garrard  moved  to  29  Panton 
Street,  from  where  he  registered  his  third  mark,  again 
RG  crowned,  on  29  June  1847.  Robert  married  on  11 
June  1825  at  St.  George's,  Hanover  Square,  Esther 
Whippy  (died  1848),  of  North  Audley  Street:  he  died 
01126  September  1881. 

James  Garrard,  who  was  born  on  13  June  1795,  be- 
came Free  by  Redemption  on  1  June  1825;  he  was 
elected  a  Liveryman  in  1829,  became  an  Assistant  in 
1 842,  and  was  appointed  Prime  Warden  of  the  Wor- 
shipful Company  of  Goldsmiths  in  1847-8  and  again 
in  1 850-1 :  James  Garrard  died  on  3  November  1870  at 
1,  Broad  Sanctuary,  Westminster,  and  was  buried  at 
Pinner,  Middlesex. 

After  his  father's  death  Robert  II  appears  to  have  as- 
sumed full  control  of  the  family  firm,  a  position  which 
he  maintained  until  his  own  death  sixty-three  years 
later. 

Under  Robert's  guiding  hand  the  nineteenth  century 
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3 .  Soup  tureen  by 
Garrard  &  Co.,  1824, 
bearing  the  arms  of 
Norton  of  Ripon. 
Diameter  of  circular 
bowl:  21  inches; 
Height  with  stand : 
16  inches; 

Weight  with  stand : 
507  oz. 

Campbell  Museum, 
Camden,  Sew  Jersey. 


saw  the  rise  of  Garrards  to  a  pre-eminent  position  in 
their  trade.  The  coronation  year  of  182 1  resulted  in  a 
considerable  amount  of  work  tor  the  firm:  the  sum  of 
.£2,000  was  paid  to  the  Royal  Mint  for  a  quantity  of 
gold,  silver  and  bronze  commemorative  medals,  which 
were  sold  to  the  public  by  Garrards  for  six  guineas,  one 
pound  and  ten  shillings  respectively. 

In  1824  the  firm  produced  a  splendid  silver  soup- 
tureen,  now  in  the  collection  of  the  Campbell  Museum, 
Camden,  New  Jersey:  the  circular  bowl,  21  inches  in 
diameter  rests  on  the  tails  of  four  dolphins  rising  from  a 
stand  decorated  with  simulated  waves  with  shell-en- 
crusted scrolling  handles;  each  side  is  engraved  with 
the  arms  of  Norton  of  Ripon.  The  rim  of  the  bowl  is 
decorated  with  a  pattern  of  scallop  shells  and  limpets; 
a  triton  blowing  a  conch-shell  and  a  mermaid  form  the 
handles.  The  cover  is  surmounted  by  a  crayfish  finial 
amidst  shells  and  foliage  rising  from  embossed  acanthus 
leaves.  Bowl  and  stand  together  weight  507  oz.  and 
stand  nearly  16  inches  high. 

On  the  accession  of  William  IV  in  1830,  Garrards 
succeeded  Paul  Storr's  firm,  Rundell  &  Bridge,  as 
'Crown  Goldsmiths',  an  appointment  which  resulted 


in  the  addition  of  a  galaxy  of  new  and  illustrious  name' 
to  the  firm's  books:  among  these  were  the  Duke  o 
Buccleuch,  the  Marquesses  of  Anglesey  (the  haco  o 
Waterloo),  Abercorn  and  Wellesley;  the  Earls  o 
Brownlow,  Dudley,  Haddington  and  Kilmory,  am 
Lord  Charles  Townsend. 

On  13  February  1843,  six  years  after  Queen  Victoria 
came  to  the  throne,  Garrards  were  appointed  to  th< 
coveted  position  of  'Crown  Jewellers',  a  post  whicl 
the  firm  still  holds  today.  According  to  General  Sitwel, 
in  The  Jewel  House  and  the  Royal  Goldsmiths  (Archaeo 
logical  Journal,  cxvn;  pp.  13 1— 155 ;  i960)  'Thii 
seems  to  have  been  first  used  as  a  title  by  Rundell  ancj< 
Bridge;  only  two  firms  have  used  it,  Rundell  anc 
Bridge  and  Garrards.  Apparently  the  title  implies  the 
responsibility  for  the  preparation  ot  the  Regalia  anc 
Crown  Jewels  for  Coronations,  and  their  maintenance 
generally.' 

Garrards  exhibited  a  number  of  important  and  im-| 
pressive  pieces  at  the  Great  Exhibition  of  1 851,  among 
them  'Arabs  of  the  Desert  tracking  travellers  by  their 
footmarks  in  the  sand' :  'The  Arab  disdains  all  induce- 
ments of  the  Turkish  merchant  to  barter  for  his  mare 


4.  One  of  a  pair  of  candelabra 
by  Robert  Garrard,  1848. 
Height:  i8| inches. 


5.  Mediaeval  knight 
by  Robert  Garrard, 
1859- 

Height:  21  inches. 


and  flowing  water  on  the  base  represent  the  Augean 
stables ;  on  the  body  of  the  cup  is  a  lifelike  group  of 
Hercules  striking  the  horses  of  Diomedes;  the  lower 
part  of  the  cup  is  ornamented  with  horses'  heads ;  the 
birds  of  Stymphalus  encircle  the  neck  of  the  cup,  whose 
handles  are  formed  of  Hydra.  Garrards  also  made  the 
Emperor's  Vase  for  the  following  year  (1851),  in  the 
form  of  an  oval-bodied  wine  cooler :  the  everted  top 
forms  a  shell-shaped  lip  decorated  with  scrolled  strap- 
work:  the  whole  piece  is  embellished  with  waves  and 
acanthus  foliage  from  which  rise  two  dragons,  their 
feet  resting  on  the  sides  of  the  cistern:  at  the  back  the 
shell-lip  rises  higher  than  in  the  front,  which  curls  over 
in  a  succession  of  flowing  waves  which  support  a  rocky 
plateau,  on  which  a  horse-drawn  sleigh  is  being  attack- 
ed by  wolves  in  a  forest. 

Under  the  guidance  ot  Robert  Garrard  the  firm  car- 
ried out  early  essays  into  the  use  of  enamels  to  decorate 
silvcrplate:  an  example  is  the  'Great  Railway  Salver', 
embellished  with  enamel  portraits  of  famous  railroad 
engineers  together  with  examples  of  their  work,  con- 
tained within  a  cartouche  of  Elizabethan-style  strap- 
work.  The  border  of  the  salver  consists  of  rococo 
scrolls,  foliage  and  flowers. 


A  magnificent  table-centre  made  by  Garrards  iii  8<2 
is  of  a  hybrid  design;  the  main  portion  is  the  wdco 
E.  Lorenzo  Percy,  working  from  a  sketch  p*ovic!j  fa 
the  Prince  Consort ;  the  horses  are  by  Edmund  Cot  rill 
it  was  shown  at  the  International  Exhibition  in 

In  1 88 1  at  the  advanced  age  of  eighty-eight  Rbcr 
Garrard  died  at  his  home,  the  White  House,  Wcmg 
ham,  Berkshire  (he  also  owned  a  house  in  O;iov 
Gardens),  and  was  subsequently  buried  in  the  G;rar< 
family  vault  in  Streatham.  One  of  his  sons,  Rolrt 
Captain  in  the  5th  Dragoon  Guards  had  becormFre 
by  Service  in  1852,  was  elected  a  Liveryman  i  tb 
following  year,  and  died  in  1896. 

Robert  was  succeeded  in  the  family  firm  bhii 
nephew  James  Mortimen,  then  living  at  Pinner  bec 
Middlesex  (inherited  from  his  wife),  who  regind 
his  mark  IG  crowned  later  in  the  same  year,  I81 
James  Mortimer  was  the  eldest  son  of  Henry  Gahjri 
(1808-62)  who  on  24  February  183 1  married  in  lei 
South  Wales,  Australia,  Mary  Mortimer.  Theirwi 
eldest  children  returned  to  England,  where  theyrer 
adopted  by  their  uncle  Sebastian  (1798-1870)  aijhi 
wife  Harriet,  who  were  childless.  James  Mortiinews 
apprenticed  on  6  March  1850  to  George  Withers.n 
Panton  Street;  he  received  his  Freedom  on  1  Aprilps 
and  was  elected  a  Liveryman  in  i860.  On  3  Ana 
1 865,  describing  himself  as  'Captain,  Honourable  m 
lery  Company  &  Goldsmith',  James  Mortimer  mana 
Mary,  daughter  of  Marseille  Middleton  Holloa 
'publisher'.  He  became  Prime  Warden  of  the  wi 
shipful  Company  of  Goldsmiths  in  1897. 

After  Ins  death  three  years  later  James  Mortimews 
succeeded  by  his  elder  son,  Sebastian  Henry  (whews 
doubtless  christened  after  his  great-uncle  and  gn 
father)  who  was  born  at  13,  St.  George's  Road,  ™i 
18  November  1868.  He  became  Free  by  Patrimor  0: 
4  December  1889,  and  was  elected  a  Liverymd  i 
1895.  He  married  on  2  June  1894  at  the  parish  chicl 
Warficld,  Berkshire,  Mary  Eleanor,  second  daustc 
of  Frederick  Cazenove  of  Warficld  Grove.  His  yon 
gcr  brother,  James  Robert  Lindsay,  was  also  boi  a 
13,  St.  George's  Road,  on  12  June  1871:  he  beffl 
Free  by  Patrimony  on  5  July  1892  as  the  son  of  'Jjic 
Mortimer  Garrard,  Citizen  &  Goldsmith',  was  elec 
to  the  Livery  in  1897,  and  died  on  11  July  1935.  Scias 
tian  Henry  Garrard  (who,  after  the  demolition  ofin 
ner  Place,  purchased  Welton  Place,  near  Davewy 
registered  his  mark,  SG  crowned  in  1900,  re-registcjn 
it  without  the  crown  in  the  following  year.  The  re|o 
for  this  change  is  explained  by  the  inscription  1 
heavy  silver-gilt  salt,  marked  with  SG  crownedjn 
decorated  with  applied  acanthus  leaves  on  the  Iw 
and  base;  the  inscription  around  the  inside  of  the  11 
reads  'This  is  the  last  piece  of  plate  marked  at  Gfd 
smiths'  Hall,  London,  with  the  crown  over  maic 
mark,  that  emblem  being  abandoned  by  Garrar  i 
Co.:  April  1 8th  1901  in  deference  to  the  objection 
the  Sheffield  Assay  Office'. 


20  October  1792 
1 1  August  1802 


GARRARD  MAKER'S  MARKS 

John  Wakelin  and  IW 

Robert  Garrard  I  RG 

Robert  Garrard  I  RG  in  script 

Robert  Garrard  II  RG  in  script  18  April  1818 

Robert  Garrard  II  RG  in  script,  crowned    17  January  1822 

Robert  Garrard  II  RG  in  script,  crowned    29  June  1847 

James  Garrard  IG  in  script,  crowned     1 88 1 

Sebastian  Garrard  SH  in  script,  crowned  1900 

Sebastian  Garrard  SH  in  script  1901 


My  thanks  are  due  to  Mrs.  Jean  Meade-Fetherstonhaugh 
for  kindly  making  available  to  me  her  collection  of 
family  papers,  which  have  enabled  me  to  draw  up 
for  the  first  time  the  Garrard  pedigree. 

Mr.  Christopher  Lever's  book  Goldsmiths  and 
Silversmiths  of  England  is  to  be  published  by 
Hutchinsons  in  the  autumn. 


6.  Silver  statuette  of  Joan  of  Arc 
by  Robert  Garrard,  1863. 
Height:  21 J  inches. 


7.  One  of  a  set  of  four  silver-gilt  salt-cellars 
by  Robert  Garrard,  1863. 
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THE  PROGRESS 

OF  HUMAN  CULTURE 

\  m  KNOWLEDGE 

Dav id  Allan 


BY  its  establishment  in  1774,  in  a  building 
designed  by  the  most  fashionable  architect  of 
the  day,  and  by  sponsoring  the  adornment  of 
its  meeting  room  in  1777  with  the  epic  works  of  a 
much  talked  of  practitioner  of 'High  Art',  the  Society 
for  the  encouragement  of  Arts,  Manuficturcs  and 
Commerce  was  able  to  ensure  a  further  period  of 
active  public  and  official  interest  in  the  work  which  it 
began  at  a  Covcnt  Garden  Coffee  House  some  quarter 
of  a  century  before.  Both  Adam  and  Barry  were  to  go 
out  of  fashion  in  the  nineteenth  century  and  there 
were  to  be  a  number  of  occasions  when  the  Society  of 
Arts  would  give  serious  consideration  to  moving  away 
from  the  Adelphi.  Had  such  a  move  taken  place  the 
house  would  almost  certainly  have  been  demolished 
and  the  paintings,  if  preserved  at  all,  would  most  likely 
have  been  consigned  to  the  cellars  of  a  reluctant 
museum. 

The  taste  for  Adam  was  in  full  revival  by  the  begin- 
ning of  this  century  and  by  1922  the  Royal  Society  of 
Arts,1  as  it  had  by  then  become,  was  so  attached  to  its 
Adelphi  premises  that  it  rejected  the  idea  of  moving  as 
'unthinkable'  and  made  a  considerable  financial  exer- 
tion to  buy  the  freehold  of  the  building.  When  the 
central  terrace  of  the  Adelphi  was  demolished  in  1936 
the  Society's  determination  to  preserve  its  building  was 
intensified  and  in  1957  it  obtained  possession  of  another 
surviving  fragment  of  the  Adelphi.  In  1974  it  has  cele- 
brated the  bicentenary  of  its  occupation  by  cleaning 
Robert  Adam's  celebrated  temple-like  facade  and  by 
embellishing  the  setting  of  James  Barry's  six  paintings 
of  The  Progress  of  Human  Knowledge  or  Culture  (No.  1). 
The  reappraisal  of  Barry's  work  took  longer  to  develop 
and  as  late  as  191 5  the  Society  gave  away  the  Tempt- 
ation of  Adam  to  the  National  Gallery  of  Ireland.  How- 
ever by  the  1940s  Professor  Thomas  Bodkin  had  sec- 
ured recognition  of  its  significance  in  art  history  and 
this  has  been  been  confirmed  in  more  recent  scholarly 
studies  by  R.  R.  Wark  and  David  Irwin.2 

James  Barry  (1741-1806),  native  of  Cork,  student  in 
Dublin,  Paris  and  Rome,  and  from  1771  onwards  an 
undoubtedly  'Irish'  Londoner,  was  the  principal  cham- 
pion of 'High  Art'  in  late  eighteenth-century  England. 
Through  writings  and  lectures  he  endeavoured  to  per- 
suade his  fellow  artists  and  potential  patrons  that  paint- 
ing should  wherever  possible  recall  the  heroic  virtues 
of  classical  times,  teach  the  truths  of  religion  and  cele- 


brate the  triumphs  of  a  new,  and,  as  he  hoped  'tfl 
Greek'  period  of  progress,  liberty  and  taste.  His  gjH 
proved  immensely  popular  but  few  could  afford  tell 
him  to  put  it  into  practice.  Private  patrons  geneB 
preferred  portraiture  -  especially  when  done  by  ]  I 
nolds  (himself  an  encourager  of  Barry's  'high  art*  I 
trines)  -  and  were  unwilling  to  provide  the  wall  mc 
for  the  great  schemes  which  Barry  propounded,  <fl 
risk  an  association  which  might  provoke  his  fill 
'temper  like  insanity',  which  even  friends  such 
Edmund  Burke  and  Joseph  Nollekens  suffered  und I 
Barry's  hopes  of  public  patronage  for  a  great  woH 
national  art  had  been  raised  by  the  Royal  Acadejji 
proposal  to  decorate  the  interior  of  St.  Paul's  Catd- 
ral.  This  plan  fell  through  in  1773,  and  in  the  follo\ib 
year  Valentine  Green,  a  prominent  engraver  am  a 
active  member  of  the  Society  of  Arts,  drew  1  a 
scheme  of  decoration  for  the  Meeting  or  'Great'  R<l|i 
of  the  Society's  newly  built  house  in  the  Adelphi.  ill 
scheme  provided  for  eight  historical  and  two  allegai 
al  wall-paintings.  Nothing  came  of  it  because  thej 
Royal  Academicians  approached  by  the  Society  refill 
to  co-operate  in  the  project.  Subsequently  one  of  tin 
relented.  This  was  James  Barry  himself,  who,  in  ]| 
through  the  good  offices  of  Green,  arranged  to  takil 
the  whole  work  and  to  decorate  the  Great  Room  S I 
a  series  of  pictures  analogous  to  the  views  of  the  ii  1 
tution';  only  stipulating  that  the  Society  should  j> 
vide  him  with  'canvas,  colours  and  models'.3 

Barry  did  not  intend  his  canvases  to  be  the  net  ■ 
background  of  a  scheme  of  decoration.  He  wail 
them  to  act  on  the  minds  of  the  persons  entering  I 
Great  Room.  Johnson,  Blake  and  Haydon  all  testi  d 
to  their  effect.  No  praise  was  too  excessive  for  then  1 
their  creator's  mind.  His  object  was 

To  rival  Greece  and  Rome,  in  their  best  days, 
From  Raphael's  brow  to  pluck  the  immortal  bays; 
From  Buonarotti,  bear  the  palm  away, 
And  drag  the  arts,  reluctant,  into  day . .  4 
Later  generations  were  to  point  out  defects  in  i 
paintings  and  the  absurdity  of  some  of  Barry's  perse  r 
fications.  Yet  he  aimed  so  high  and  felt  so  stronj 
about  the  significance  of  his  work  and  of  the  Soci] 
which  it  celebrated  that  few  who  enter  the  Great  Ro<  1 

james  barry.  Crowning  the  Victors  at  Olympia,  42  feet  1 1  inch 
XII  feet  10  inches.  The  third  picture  in  the  Society  of  Arts' 
series.  Detail  of  centre  panel.  Royal  Society  of  Arts. 
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i.  The  Great  Room  of 
the  Society  of  Arts 
showing  Barry 's 
Pictures  at  their 
completion.  (Aquatint 
after  A.  C.  Pugin  and 
T.  Rowlandson, 
published  by 
Ackcrmannin  1809). 
Royal  Society  of  Arts. 


can  remain  unaffected  by  them.  Perhaps  the  first  two 
pictures  -  the  Orpheus  and  the  Grecian  Harvest  Home  - 
with  their  affinities  with  late  Renaissance  Italian  and 
French  schools,  seem  the  most  immediately  pleasing. 
The  third  picture,  The  Crowning  of  the  Victors  at 
Olympia,  appears  magnificent  in  composition  and 
colour,  and  before  one  has  time  to  appreciate  the  tradi- 
tional elements  in  the  handling  of  the  procession  -  the 
'rearing  up  of  the  horse'  seems  to  foreshadow  David's 
Napoleon  on  Mount  St.  Bernard.  The  President's  chair 
originally  stood  beneath  this  picture,  which  was  there- 
fore in  full  view  of  audiences  at  meetings  of  the 


Society.  Regarding  the  fourth  picture,  The  Tha, 
perhaps  the  best  that  can  be  said  about  it  is  thatjie 
arms  of  the  sea  nymphs  make  a  pleasing  pattern  wfh 
reflects  the  dancers  in  the  Harvest  Home  on  the  \tU 
opposite.  In  it  one  is  abruptly  reminded  ot  the  extreie 
eccentricity  of  the  painter,  and  dismay  can  soon 
way  to  amusement.  In  the  fifth  picture,  Tlie  Distribinn 
of  Premiums  at  the  Society  of  Arts,  the  gesturing  peern 
Parliament  robes  recall  Copley's  near  contempory 
Death  of  Cfiatfiam.  The  Elysium,  which  is  the  sixth  ;id 
final  picture  and  covers  the  wall  facing  the  Olynjc 
Victors,  shows  a  bewildering  anthology  of  persons  f 
all  periods,  'in  a  masquerade'  as  Horace  Walpole  pur. 
There  is  however  a  considerable  feeling  ot  the  'a\\U 
and  sublime',  particularly  in  the  giant  angels,  whi 
reminded  Walpole  of  'my  own  Otranto',3  and  in  e 
contrast  between  the  dark  of  the  right  hand  cor:r 
containing  Tartarus  and  inhabited  by  Fuseli-like  fien., 
and  the  irradiated  light  of  the  top  left,  with  a  chorusf 
cherubim  suggestive  of  Blake.  Although  this  pictie 
like  all  the  others  is  rectangular  in  shape  it  is  it 
difficult  to  imagine  it  extended  upwards  into  an  archil 
the  manner  of  Raphael's  great  paintings  in  the  Stan 
della  Segnatura.  Barry  felt  that  he  had  an  advantafe 
over  Raphael  in  understanding  how  the  characters 
antiquity  should  be  depicted.  Thus,  returning  again'p 
the  beginning  of  the  cycle,  we  can  sec  he  depis 
Orpheus  holding  a  lyre  and  not  a  viol  as  in  Raphao 
Mount  Parnassus  (No.  2).  He  wished  to  emphasize  a 
teaching  functions  of  Orpheus,  and  he  gives  his  fi : 
picture  something  of  the  quality  of  a  seicento  St.  Jo  i 
the  Baptist. 


2.  Raphael.  Parnassus. 
Vatican,  Stanza  della 
Segnatura,  Rome. 
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While  he  was  still  busy  with  the  first  picture  he 
wrote  to  Sir  George  Savile:  'I  take  the  story  of 
Orpheus  reclaiming  mankind  from  a  savage  state,  as  it 
is  glanced  at  by  Horace.  This  story  has  been  often 
painted  in  another  way,  and  from  attending  more  to 
the  letter  of  allegorical  and  poetical  metaphors  than  to 
the  spirit  of  them,  hitherto  I  think  very  ineffectually  .  . . 
a  man  encircled  with  beasts,  tigers,  birds,  &c.  playing 
with  ten  fingers  upon  an  instrument  of  four  or  seven 
strings,  is  a  subject  little  susceptible  or  either  expression 
or  improvement,  and  gives  us  but  an  imperfect  idea  of 
the  undertaking  of  that  legislator,  poet,  and  musician'/' 

The  background  of  the  first  picture  depicts  'a  wild 
and  savage  country'  with  a  lion  in  the  middle  distance 
menacing  the  inhabitants  of  a  cave  (No.  3).  In  his 
Temptation  of  Adam  (1767-71,  No.  4)  he  showed  a 
similar  but  milder  landscape  and  a  distinctly  more 
amiable  lion.  In  the  far  distance  of  the  Orpheus  Barry 
added  a  favourite  romantic  concept,  two  horses  chased 
by  a  tiger,  one  of  which  has  been  overtaken  and  is 
being  savaged.  The  standing  figures  in  the  foreground 
on  either  side  of  Orpheus  with  their  clubs  and  skins 
have  Herculean  postures.  'In  the  woman  with  the  dead 
fawn  over  her  shoulder',  Barry  was  making  one  of  his 


many  didatic  points.  'I  wished  to  glance  at  a  matter 
often  observed  by  travellers'  he  wrote  in  his  Account, 
'which  is,  that  the  value  and  estimation  of  women 
increase  according  to  the  growth  and  cultivation  of 
society;  and  that  amongst  savage  nations,  they  are  in  ,1 
condition  little  better  than  beasts  of  burden,  all  offices 
of  fatigue  and  labour,  every  thing,  war  hunting  except- 
ed being  generally  reserved  for  them'.  The  bottom 
centre  of  the  picture  is  explained  as  follows:  'As 
Orpheus  taught  the  use  of  letters,  the  theogony  or 
generation  of  the  gods,  and  the  worship  that  was  due 
to  them,  I  have  placed  before  him  papers,  the  mundane 
egg,  &c.  a  lamb  bound,  a  fire  kindled,  and  other 
materials  of  sacrifice,  to  which  his  song  may  be  sup- 
posed preparatory.  These  circumstances  lead  us  to  the 
second  Picture,  which  consists  of  some  of  the  religious 
rites  established  by  those  doctrinal  songs  of  Orpheus'.7 
The  full  title  cf  the  second  picture  is:  A  Grecian  Harvest 
Home,  or  Thanksgiving  to  the  Rural  Deities,  CERES, 
BACCHUS,  &c.  (No.  5).  Although  the  picture  is 
designed  to  celebrate  all  the  rustic  arts,  it  also  has  some- 
thing of  the  character  of  a  Bacchanalia.  Titian's  Bacchus 
and  Ariadne  (National  Gallery,  London)  which  Barry 
saw  when  it  was  in  the  Aldobrandini  Palace  in  Rome 
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may  well  have  influenced  the  general  compositioiif 

the  picture.  Dr.  Wittkcnver  has  pointed  outs  the 
semblance  to  Poussin's  The  Dance  of  Human  Lift  1 
lace  Collection)  and  the  Bacchanalian  Dance  (Natiojtl 
Gallery,  London),  two  other  works  Barry  might  hie 
seen  when  he  was  in  Italy.  Both  paintings  shova 
prominent  group  ot  dancing  figures  and  a  statue  f 
Bacchus.  The  dancing  figures  also  occur  in  Poussi  s 
Adoration  of  the  Golden  Calf  (National  Gallery,  Londi ) 
(No.  6)  which  was  in  Lord  Radnor's  collection  wli 
Barry  was  actually  painting  the  Harvest  Home,  and  -\s 
possibly  a  more  direct  source  of  inspiration,  since  Ba  i 
liked  to  renew  his  acquaintance  with  the  masters  >. 
admired  at  frequent  intervals.  Lord  Radnor,  a  V? 
President  of  the  Society  of  Arts,  gave  Barry  great  i- 
couragemcnt  in  his  undertaking.  The  details  of  ■ 
landscape  and  trees  in  the  Worship  of  the  Golden  C  f 
resemble  those  in  the  Grecian  Harvest  Home.  Barry  11 


5.  james  barry.  A  Grecian  Harvest  Home,  or  Thanksgiving 
to  the  Rural  Deities,  Ceres,  Bacchus,  etc.  15  feet  2  inches  X 
1 1  feet  10  inches,  west  wall,  right.  The  second  picture  in  the 
Society  ot  Arts'  scries.  Young  men  and  women  dance  round 
double  terminal  figure  of  Sylvanus  and  Pan  and  behind  thcnil 
is  a  threshing  floor  covered  with  a  thatched  roof  upon  which1 
peacock  perches.  In  the  right  corner  is  a  load  of  corn  drawn  ba 
team  of  oxen  and  surrounded  by  musicians.  In  the  left  corner, 
is  'a  group  of  inferior  rustics  drinking'  and  in  the  foreground 
arc  a  basket  of  vegetables  and  some  tarm  implements.  The 
landscape  in  the  distance  contains  a  primitive  temple  in  the 
classical  style,  a  marriage  procession,  a  farmhouse,  in  front  of 
which  sits  a  spinstrcss  courted  by  a  ploughman,  and  a  wrestlii 
match  is  in  progress.  Ceres,  Bacchus,  Pan,  Juno  and  Janus  arc 
shown  in  the  top  left  corner  of  the  picture,  with  a  limb  of  the 
zodiac  displaying  the  signs  of  Leo,  Virgo  and  Libra. 
Royal  Society  oj  Arts. 


4.  J AMIiS  BARRY. 

The  Temptation  oj 
Adam, 

9i|  X  72  inches 
National  Gallery 
oj  Ireland. 


1<)LAS  many  words  of  praise  for  Poussin  as  a  landscape  painter 

i         r  in  his  Royal  Academy  lecture 'On  Design'.  He  spoke  of 

wation  oj  1  1  . 

Men  Calf,  Poussin's  landscapes  as  'sometimes  verging  to  sublim- 

84^  inches.  ity'  and  suggested  that  landscape  in  general  was  apprc- 

ilGalkry,  ciated  because  it  brought  to  mind  the  difference  be- 

tween urban  and  rural  life  which  'Virgil  had  upper- 
most in  his  mind  ...  in  his  second  Georgic'.  The 
same  lecture  expressed  views  on  the  beauty  of  the 
human  form  which  arc  illustrated  by  the  dancers  in  the 
Harvest  Home.  Beauty,  wrote  Barry,  becomes  'more 
powerful  and  fascinating  when  it  is  in  action,  and 
associated  with  the  Graces,  its  natural  attendants  ...  it 
is  no  wonder  that  the  ancient  Greeks  (ever  wise  and 
ever  admirable)  made  such  an  inseparable  connection 
between  Venus  and  the  Graces .  . .  locked  hand  in  hand, 
harmoniously  dancing  around  .  .  .'.  This  probably 
explains  why  Samuel  More  should  have  quoted  from 
L' Allegro  when  writing  about  the  picture  in  the  Society 
of  Arts'  Transactions.  The  dancers,  More  said,  'seem  to 
trip  it  as  they  go,  on  the  light  fantastic  toe',  as  Milton 
intended  Euphrosyne  should  dance.8 

The  group  of  'inferior  rustics  drinking'  in  the  left- 
hand  corner  of  the  Grecian  Harvest  Home  seems  derived 
from  real  life  and  is  a  reminder  that  Barry  had  been  an 
actual  witness  of  such  scenes  in  Italy.  He  had  once 
written  to  Burke  from  Naples  'With  respect  to  the 
men  of  Naples,  (I  mean  still  the  vulgar)  were  they  ten 
times  more  bloody,  more  ignorant,  and  more  super- 
stitious, than  they  are  said  to  be,  their  carnival  dance, 
(which  I  saw)  with  their  castanets  and  tambours  in 
their  hands,  bringing  to  mind  the  old  fawns  and 
satyrs;  this  dance  alone  should  with  me  atone  for  all'. 
He  went  on  to  recall  that  he  had  also  seen  at  Rome 
'after  the  vintage  a  sort  of  Bacchanalian  procession  in 
the  evenings,  the  vintage  people,  with  flambeaus  of  the 
twigs  of  the  vine,  with  tambourines,  &c.  singing  and 
dancing  through  the  streets'.9 

Barry  illustrated  what  he  called  'a  state  of  happiness 


simplicity  and  fecundity',  through  the  details  of  farm 
work  which  appear  in  the  middle-distance  of  the  paint- 
ing. He  calls  it  a  state  'in  which  the  duty  we  owe  to 
God,  to  our  neighbour  and  ourselves,  is  much  better 
attended  to  in  this,  than  in  any  other  stage  of  our 
progress;  [yet]  ...  it  is  but  a  stage  of  our  progress,  at 
which  we  cannot  stop'.  The  marriage  procession  com- 
ing from  the  temple,  and  the  temple  itself  foreshadow 
the  views  in  the  next  picture  of  the  temple  of  Jupiter 
and  a  sacrificial  procession.  They  are  a  reminder  that 
this  Italianitc  scene  is  a  Grecian  Harvest  Home.  The 
'group  of  contending  figures  in  the  middle  distance' 
was  deliberately  introduced  by  Barry  in  order  to  lead 
us  on  to  thinking  about  the  Classical  stage  of  civiliz- 
ation. The  man  with  the  discus  under  his  arm  has 
features  which  clearly  recall  the  Apollo  Bclcvedere  and 
there  are  points  of  resemblance  to  be  found  throughout 
the  paintings  with  other  great  specimens  of  antique 
sculpture.  Barry  mentions  'the  Laocoon,  the  Gladiator, 
the  Apollo,  the  Venus'  as  examples  Raphael  failed  to 
equal.10 

Barry  believed  that  art  had  reached  an  unsurpassed 
peak  in  the  sculpture  of  Ancient  Greece  and  that  a 
painter  should  give  his  work  the  quality  of  living  sculp- 
ture. The  third  picture,  The  Crowning  of  the  Victors  at 
Olympia  (Nos.  7  and  7a),  illustrates  the  development 
of  this  idea.  In  the  procession  of  victorious  athletes  a 
resemblance  to  the  Parthenon  frieze  can  be  discerned 
(Barry  had  come  to  know  the  frieze  when  he  worked 
for  'Athenian'  Stuart).  This  is  well  illustrated  in  a  small 
preliminary  sketch  which  has  fortunately  been  pre- 
served in  the  Victoria  and  Albert  Museum  (No.  8). 
Here  the  effect  of  the  frieze  is  strongly  marked,  and  the 
appearance  of  the  armed  foot  racer  is  actually  more 
classical  in  the  sketch  than  in  the  painting.  The  picture 
illustrates,  wrote  Barry,  'the  point  of  time  when  the 
Victors  in  the  several  games  pass  in  procession  before 
Hellanodicks  or  Judges,  where  they  are  crowned  with 
olive  in  the  presence  of  all  the  Grecians'.  Barry  took 
great  care  in  his  reconstruction  of  the  ceremony,  fol- 
lowing Gilbert  West's  'Dissertation  on  the  Olympic 
Games',  to  which  he  refers  the  reader  in  his  1783 
Account.  According  to  West,  it  was  probable  'that  the 
Hellanodicks,  in  the  public  execution  of  their  office, 
were  clothed  in  Purple  Robes  and  carried  in  their 
Hands  that  usual  Ensign  of  Magistracy  a  Wand  or 
Sceptre'.  Similarly  West  wrote  of  the  ceremony  of 
crowning :  'It  was  performed  (as  far  as  I  have  been  able 
to  collect  from  several  passages  scattered  up  and  down 
in  ancient  authors)  in  the  following  maimer;  the  con- 
querors, being  summoned  by  proclamation,  marched 
in  order  to  the  tribunal  of  the  Hellanodicks,  where  a 
herald  taking  the  crowns  of  olive  from  the  table, 
placed  one  upon  the  head  of  each  of  the  conquerors; 
and  giving  into  their  hands  branches  of  palm,  led  them 
in  the  equipage  along  the  stadium,  preceded  by  trum- 
pets, proclaiming  at  the  same  time  with  a  loud  voice 
of  their  names,  the  names  of  their  fithers,  and  their 
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7^-JAMES  barry.  Crowning  the  I  'ictors  at  Olympia, 
42  feet  1 1  inches  X  1 1  feet  10  inches,  north  wall.  Third 
picture  in  the  Society  of  Arts'  series,  left  half.  Pindar  playing 
his  harp  leads  the  chorus  which  surround  Hicro  of  Syracuse, 
the  victorious  charioteer.  On  the  side  of  Hicro's  chariot  is  a 
bas-relief  showing  the  contest  between  Neptune  and 
Minerva  for  the  naming  of  Athens.  Near  the  statue  of  Hercules 
in  the  far  left,  sits  Timanthes  (given  the  features  of  Barry) 
and  in  front  ot  the  horscraccr  are  grouped,  left  to  right, 
Cimon,  Euripcdcs,  Pericles  (given  the  features  of  the  elder 
Pitt)  Aristophanes,  a  pupil  of  Socrates  and  Socrates  himself. 
In  the  background  is  the  temple  ofjupitcr  in  the  altis  (right) 
and  the  column  of  the  hippodrome  (left). 
Royal  Society  of  Arts. 

7a.  james  barry.  Crowning  the  Victors  at  Olympia, 
42  feet  1 1  inches  X  1 1  feet  10  inches,  north  wall.  Third 
picture  in  the  Society  of  Arts'  series,  right  half.  The  procession 
of  victorious  athletes  approaching  the  Hcllanodicks  or  Judges 
is  made  up  of  Diagoras  of  Rhodes  carried  by  his  two  sons 
(a  boxer  and  a  pancratiast)  and  apostrophied  by  a  Spartan  with 
arm  raised  (to  the  left),  then  come  a  juvenile  competitor  and 
an  armed  and  unarmed  footraccr  (the  latter  being  crowned 
with  olives).  Between  the  standing  and  the  seated  judges  are 
grouped  (left  to  right)  Pythagoras,  Democritus,  Herodotus 
and  Hippocrates.  The  judges's  throne  is  ornamented  with 
medallions  of  Solon  and  Lycurgus  and  trophies  of  Salamis, 
Marathon  and  Thermopylae.  In  the  foreground  (right)  near 
the  base  of  the  statue  of  Minerva  are  scattered  clothes 
belonging  to  the  competitors.  The  town  of  Elis  and  the  river 
Alphaes  are  in  the  far  distance. 
Royal  Society  of  Arts. 

countries;  and  specifying  the  particular  exercise  in 
which  each  of  them  had  gained  the  victory'.  Barry 
presents  the  ceremony  in  exactly  the  same  manner. 
The  victors  arc  proceeding  toward  the  tribunal  and  the 
trumpeters  arc  in  the  other  end  of  the  picture  behind 
the  chorus  led  by  Pindar  (No.  7).  The  footraccr,  like 
the  other  competitors,  wears  a  light  scarf,  noted  bv 


West  as  having  been  worn  in  the  earlier  Olympiads 
and  has  'short  buskins'  upon  his  feet,  and  the  victor  at 
the  cestus  wears  the  special  straps  West  described  as 
'brought  over  the  fingers  and  fastened  upon  the  wrist'. 
Barry  duly  includes  a  'foot  racer  who  ran  armed' 
amongst  his  victorious  athletes,  West  having  recorded 
that  'in  the  65th  Olympiad  the  race  ot  armed  men  was 
added'.  (No.  7a).  West  described  the  palm  branches, 
which  wrcrc  to  be  presented  to  the  victors  as  being  'laid 
upon  a  tripod  or  table',  but  in  the  painting  the  palm 
branches  are  on  the  ground,  though  the  1791  etching 
shows  them  on  the  table  (No.  8a).  Barry  shows  the 
procession  coming  through  the  hippodrome  or  area 
reserved  for  horse  and  chariot  races,  hence  the  large 
column  behind  Hiero's  chariot  inscribed  with  the  word 
aristeve  which  West  noted  as  present  in  the  Con- 
stantinople Hippodrome,  and  tor  which  Barry  gives  no 
explanation  in  his  own  Account.  The  Temple  of  Jupiter 
Olympus  and  the  Altis,  which  appears  in  the  back- 
ground of  the  painting,  were  reconstructed  by  Barry 
with  great  care  as  may  be  seen  from  West's  quotation 
from  Pausanias's  Description  of  Greece.  'The  Temple  of 
Jupiter  ...  is  built  in  the  Dorick  order,  and  surrounded 
on  the  outside  with  a  .  .  .  colonnade.  The  whole 
Edifice  is  composed  of  a  beautitul  sort  of  marble  found 
in  that  country.  On  each  corner  of  the  roof  is  placed  a 
gilded  vase,  and  on  the  top  of  the  pediment  a  statue  of 
victory,  gilded  likewise'  (No.  7).1 1 

Barry  shows  a  religious  procession  approaching  the 
Temple  which  echoes  a  similar  detail  in  the  Second 
Picture  (Nos.  5  and  7).  He  wrote  in  his  1793  Letter  to  the 
Society  of  Arts  of  the  'two  statues  of  Minerva  and 
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rculcs,  the  temple  of  Jupiter  in  the  altis,  and  the 
>ccssion  approaching  the  altar,  [as  bringing]  . . .  the 
nd  naturally  to  the  contemplation  of  those  number- 
5  blessings  which  society  derives  and  can  only  derive 
>m  the  exercise  of  religious  worship.  The  Greeks,  the 
)st  belligerent  or  all  people,  who  were  divided  into 
many  distinct  polities,  with  such  rivalships,  strife, 
d  animosities,  to  embitter  and  to  increase  their 
rangement  from  each  other,  were,  notwithstanding, 
)in  the  influence  of  religion,  obliged  every  four  years 
lay  aside  all  manner  of  hostility,  and  declare  a 
neral  armistice  or  truce  for  the  peaceful,  fraternal 
lebration  of  those  sacred  games'.  In  another  cont- 
ent on  the  picture  written  in  1798,  when  Europe  had 
fFered  six  years  of  war,  Barry  hoped  that  the  Papal 
'ates  in  Italy  might  become  an  area  of  equivalent 
utrality  for  the  nations  of  his  time.12 
Barry  painted  the  statues  of  Hercules  and  Minerva  at 
ther  end  of  the  painting  as  'comprehensive  examples 
that  strength  of  body  and  strength  of  mind  which 
ere  the  two  great  objects  of  Grecian  education'.  The 
erculcs  'treading  down  envy'  and  his  self  portrait  as 
Handles  sitting  at  its  base  (No.  7),  arc  the  first  hints 
c  are  given  of  the  artist's  persecution  mania  which 
mscd  him  so  much  unhappincss  and  yet  stimulated 
I  to  so  much  richness  of  invention.  'As  to  the 
lercules  treading  down  Envy'  he  wrote,  'Horace 
bserves,  that  this  was  Herculcs's  last  labour,  and  cost 
is  lire  before  it  could  be  effected;  by-thc-byc,  it  is  no 
oubt  a  good  and  wise  distribution,  that  envy  should 
Manually  haunt  and  persecute  the  greatest  characters; 
lough  for  the  time,  it  may  give  them  uneasiness,  yet 


it  tends  on  the  one  hand  to  make  them  more  perfect,  by 
obliging  them  to  weed  out  whatever  may  be  faulty, 
and  occasions  them  on  the  other,  to  keep  their  good 
qualities  in  that  state  of  continued  unrelaxed  exertion, 
from  which  the  world  derives  greater  benefit,  and 
themselves  in  the  end,  still  greater  glory.  On  the  base- 
ment of  this  statue  of  Hercules,  sits  Timanthcs  the 
painter  with  his  picture  which  is  mentioned  by  Pliny, 
etc.  of  the  Cyclops  and  Satyrs;  as  there  is  no  portrait  of 
Timanthcs  remaining,  (from  a  vanity  not  uncommon 
amongst  artists)  I  shall  take  the  liberty  of  supply  him 
with  my  own'.  Barry  was  influenced  by  a  passage  in 
Horace's  Epistles:  'He  who  crushed  the  fell  Hydra  and 
laid  low  with  fated  toil  the  monsters  of  story,  found 
that  envy  is  quelled  only  by  death  that  comes  at  last'. 
To  balance  the  Hercules  he  placed  a  statue  of  Minerva 
at  the  other  end  of  the  painting,  thus  copying  Raphael's 
example  in  the  School  oj  Athens.  In  his  Minerva  he 
emphasized  the  'circumstance  so  proper  and  so  truly 
terrific,  of  the  rim  of  serpents  rolling  round  the  aegis'. 13 
(No.  7a).  The  reminders  of  Raphael  which  are  so  strong 
in  the  right-hand  corner  of  the  Victors  of  Olympic!  where 
the  seated  Hellanodicks  appear  like  Solomon  giving 
judgement,  are  again  present  in  the  adjacent  picture  of 
Commerce,  or  the  Triumph  of  the  Thames  (No.  9). 
Raphael's  Galateia  in  which  Barry  noted  especial 
'purity  and  good  taste'  was  probably  in  his  mind 
when  he  sketched  the  composition  of  the  Thames.  As 
originally  designed,  there  would  have  been  no  large 
object  in  the  right-hand  distance.  He  did  not  paint  in 
the  'Naval  Pillar'  until  1801 ;  fortunately  before  this  he- 
did  an  etching  of  the  picture  which  shows  us  how  it 
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Commerce,  or  the 
Triumph  of  the 
Thames, 

1 5  fect  2  inches  X 
1 1  feet  10  inches,  cast 
wall,  left.  Fourth 
picture  in  the  Society 
of  Arts'  scries.  In  the 
left  corner  the  four 
continents  personified, 
offer  their  products 
to  Father  Thames 
whose  sea  car 
is  pushed  by  (left  to 
right)  Captain  Cook, 
Drake,  Sebastian 
Cabot  (only  partly 
visible)  and  Raleigh. 
The  sea  nymphs  or 
'Nereids'  (right)  carry 
articles  of  commerce 
from  Manchester  and 
Birmingham  and 
swim  in  wanton 
abandon  around  I  )r. 
Burney,  behind  them 
are  the  Naval  Pillar 
and  a  view  of  the 
chalky  cliffs  of 
England.  Overhead 
(left)  is  Mercury 
summoning  the 
nations  together. 
Royal  Society  of  Arts. 


would  have  appeared  in  1778  (No.  10).  N  At  the  top 
left  of  the  picture  Mercury,  the  God  of  commerce, 
summons  the  nations  and  lower  down  the  four  conti- 
nents are  personified:  America  as  an  indignant  Wash- 
ington carrying  a  basket  of  furs,  Africa  as  a  weeping 
manacled  slave,  Europe  as  a  sea  god  holding  an  antique 
vase  ornamented  with  the  legendary  bull,  and  Asia  as 
a  Rubens-like  potentate  bedecked  with  jewels.  They 
pour  their  products  into  the  lap  of  Father  Thames  who 
steers  his  sea  car  with  the  aid  of  a  marine  compass  'from 
the  aid  of  which  modern  navigation  has  arrived  at  a 
certainty,  importance  and  magnitude  superior  to  any- 
thing known  in  the  ancient  world'.  Barry  quotes  from 
Sir  John  Denham's  poem  eulogizing  the  Thames  and 
asserts  that  'The  practice  of  personifying  rivers ...  is  as 
ancient  as  the  arts  of  poetry,  painting  and  sculpture'. 
His  Thames  may  be  compared  to  the  great  statues  of 
the  Nile  in  the  Vatican  and  the  Tiber  in  the  Louvre. 
'The  Thames'  he  wrote  'is  carried  along  by  our  great 
navigators,  Sir  Francis  Drake,  Sir  Walter  Rawleigh, 
Sebastian  Cabot  and  Captain  Cook  ...  in  the  character 
of  Tritons'. 

By  calling  them  Tritons  Barry  hoped  to  justify  his 
failure  to  observe  the  unities,  in  respect  of  which  he 
claimed  to  be  superior  to  Raphael.  But  even  his  eulo- 
gist Dr.  Fryer  admitted  that  this  was  'one  instance  of 
failure,  where,  to  honour  the  memory  of  Captain 
Cook,  and  to  compliment  his  friend  Dr.  Burney,  he 
has  associated  them  with  Sir  Walter  Raleigh,  Drake, 
and  others  of  an  earlier  period'.15  Fanny  Burney  wrote 
that:  'Among  the  contemporary  tributes  paid  to  the 
merits  of  her  father,  there  was  one  from  a  celebrated 
and  estimable  artist,  that  caused  no  small  diversion  to 
the  friends  of  the  Doctor;  and,  perhaps,  to  the  public  at 
large;  from  the  Hibernian  tale  which  it  seemed  in- 
stinctively to  unfold  of  the  birth  place  of  its  designer. 
The  famous  painter  Mr.  Barry,  after  a  formal  declar- 
ation that  his  picture  of  the  Triumph  of  the  Thames, 
which  was  painted  for  the  Society  of  Arts,  should  be 
devoted  exclusively  to  immortalizing  the  eminent 
dead,  placed  in  the  watery  groups  of  the  renowned 
departed,  Dr.  Burney,  then  full  of  life  and  vigour'. 
She  went  on  to  quote  a  poem  which  had  been  written 
by  Owen  Cambridge  when  Gibbon,  the  historian, 
stepped  into  the  Thames  by  accident  and  stood  in  the 
shallows  with  his  head  and  shoulders  above  water 
appearing  quite  unruffled : 

When  Burney' s picture  was  to  Gibbon  shown 

the  pleased  historian  took  it  for  his  own 

'For  who  with  shoulders  dry  and powder'd  locks 

E'er  bath'd  but  I?'  He  said  and  rapt  his  box. 

Barry  replied,  'My  lasting  colours  show 

What  gifts  the  painter's  pencil  can  bestow  ; 

With  nymphs  of  Thames,  those  amiable  creatures 

I  placed  the  charming  minstrel's  smiling  features 

But  let  not,  then,  his  bonne  fortune  concern  ye 

For  there  are  nymphs  enough  for  you  -  and  Burney'.16 
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he  Knottingley,  or  Ferrybridge  Pottery  as  it  later 
became  known,  was  built  on  the  southern  bank  of 
the  river  Aire  at  Ferrybridge,  Yorkshire ,  in  170.3 
by  a  group  of  local  businessmen.  The  partnership  traditio  as 
'  Tomlinson,  Foster  &  Company'  comprised  William 
Tomlinson,John  Seaton ,John  Foster,  John  Thompson  and 
Timothy  Smith.  In  June  ijg$  Ralph  Wedgwood,  nephew 
of  the  great  Josiah  Wedgwood,  joined  the  firm,  having 
previously  owned  a  pottery  at  Burslem.  He  was  a  talented 
man ,  experienced  in  the  manufacture  of  pottery,  reputed  for 


his  experiments  in  production ,  and  no  doubt  extremely 
welcome  at  the  Knottinoley  Pottery.  The  partnership  was 
intended  for  ten  years  and  the  firm  changed  its  style  to 
'Tomlinson,  Foster,  Wedgwood  &  Company'. 

However,  Ralph  Wedgwood  proved  an  expensive 
addition  to  the  firm  and  the  partnership  lasted  for  only  two 
and  a  half  years,  being  dissolved  on  January  1,  1801  when 
Wedgwood  was  paid  £  1 ,023  to  'quit  the  Concern  at 
Knottingley  Pottery  and  relinquish  to  Tomlinson,  Foster  a1 
Company  all  their  Engagements  with  him  from  this  Day 


WEDGWOOD  &  CO. 


1.  Two  versions  of  the '  Willow  Pattern'.  Note  the  grotesque  creature,  bottom  right  in  the  second  design. 


2.  Three  versions  of  the  'Elephant'  pattern. 


and  shall  quit  tin-  Knottingley  Premises  and  remove 
therefrom  entirely  on  or  before  the  first  Day  of  January  One 
Thousand  eight  hundred  and  one'.  An  inventory  of  items  to 
be  returned  to  the  firm  is  followed  by  a  list  of  boohs  of  wfiicfi 
Wedgwood  should  he  permitted  a  copy.  The  list  includes  a 
Drawing  Book. 

7  'hi  remaining  partners  continued  the  works  wider  the 
style  ot '  William  Tomlinson  and  Company', 
unsuccessfully  advertising  the  business  for  sale  in  1802.  The 
firm  was  in  debt  and  in  July  1804,  the  partnership ,  'having 
proved  a  disadvantageous  one' ,  was  dissolved.  A  new 
partnership  was  formed  which  included  John  Plowes,  son  of 
John  Plowes,  late  partner  of  David  Dunderdale  at  the 
Castleford  Pottery,  ami  most  of  tfie  original  partners  or 


their  sous.  The  firm  then  traded  as '  Tomlinson,  Plowes  & 
Company'  and  the  name  of  the  works  changed  to  the 
Ferrybridge  Pottery. 

The  pottery  was  run  by  William  Tomlinson  who  lived  on 
the  premises.  Over  the  next  twenty-four  years  he  gradually 
bought  out  his  partners  and  in  1 828  became  sole  owner  of  the 
pottery,  but  being  then  aged  eighty-two  he  advertised  the 
pottery jor  sale.  Again  there  were  no  takers  and  in  1830  the 
pottery  was  let  to  two  separate  firms.  Mr.  Wrigglesworth 
took  one  part  and  Mr.  Lindley  the  other.  In  1832  James 
Reed  and  Benjamin  Taylor  oj  the  Mexborough  Rock 
Pottery  took  Wrigglesworth' s  portion  of  the  works  and 
remained,  first  as  'Reed  &  Taylor',  then  as  'Reed,  Taylor  & 
Co.'  until  the  early  1 840s  when  the  firm  was  styled 


3.  (a)  An  unnamed  design,  but  what  better  title  than  'Elephant  and  Castle'?  (b)  Border  designs  and floral  motifs. 
I  L 


4.  Page  of  border  and  incidental  patterns.  The  Chinese  man  appears  unusually  grotesque  in  the  circular  pattern. 
Note  the  comparative  size  of  the  teapots  in  the  designs  top  right. 


jatniti  Taylor  &  Son'.  Subsequently  die  pottery  was 
ted  by  Walden  Poulson  and  Edward  Shaw,  1 850-5 1 ; 
is  Woolfand  his  family  1851-1884;  Poulson  Bros. 
{-1895;  Sefton  &  Brown  1895-1919;  followed  by 
mas  Brown  &  Sons  Ltd.,  who  still  work  the  pottery, 
lie  first  products  of  the  pottery  are  not  known  today,  but 
lission  was  obtained  to  build  a  flint  mill  in  1 793, 
atitig  that  fine  ware  was  produced from  thefrst.  The 
ttdiscouery  of  a  'Shape  and  Pattern  Book'1  with 
&  Co.  Ferrybridge'  on  the  spine  has  greatly  increased 
'enowledge  of  the  products  of  the  pottery  at  the  close  of  the 
•centh  century.  One  drawing,  labelled 'March  jtoth/99 
Newest  Pattern  in  the  Pottery',  confirms  the  date  of 
)  for  the  book  which  may  possibly  have  been  Ralph 


Wedgwood's  property.  The  book  contains  one  hundred  and 
seventy-one  pages  of  drawings  of  shapes,  descriptions  of 
pottery  made  and  ordered,  transfers  then  in  use,  several 
designs  cut  from  Josiah  Wedgwood's first  pattern  book 
(suggesting  attempts  at  imitation  or  copying),  and  pages  of 
beautifully  painted  border  designs.  It  is  apparent  that  goods 
were  exported  to  France  and  America. 

The  transfer  prints  used  included  Willow'  (No.  1 ), 
'Elephant'  (No.  2),  'Cottage' /Temple',  'Shield' and 
several  Etruscan  Figure  prints.  ( See  Nos.  5-9).  The 
Etruscan  Figure  prints  are  those  most  commonly  seen  today, 
printed  in  blue  or  brown,  or  olive  as  it  is  called  in  the  pattern 
book,  sometimes  having  a  green  printed  leaf  and flower 
border,  the  flowers  painted  with  blobs  of  blue,  yellow  and 


'hree  'Etruscan  Figure'  patterns.  The  scene  top  right  is  known  on  plates  impressed  'wedgwood  &  co.'  and  plates  impressed  'ferrybridge'. 


Two  'Etruscan  Figure'  patterns  and  variations  of  two  border  designs.  Note  how  several  of  the  designs  have  small  unrelated  motifs  suspended  in  an  otherwise  blank  space. 
•lour.  Painted  border  designs from  the  'Shape  &  Pattern  Book'. 


orange.  The  most  interesting  information  gleaned from  the 
booh  is  the  collection  of painted  border  designs,  (see  colour, 
p.  1 12),  since  very  few  pieces  of  marked  Ferrybridge  pottery 
so  painted  are  known  today.  Possibly  only  a  small  proportion 
oj  this  ware  was  marked.  Several  oj  the  designs  are  to  be 
found  on  the  products  of  other  contemporary  potteries,  e.g. 
Wedgwood ,  Leeds  and  Castlejord creamware,  although  the 
only  example  known  to  the  author  on  a  piece  marked 
'wedgwood  &  co.'  is  in pearlwarc.  The  notes  in 
the  book  indicate  that  creamware,  pearlware,  black  basalt, 
dark  and  light  blue  jasper,  buff  body,  stoneware,  marble, 
chintz  and  dipped  banded  ware  were  made.  Shape  designs 
mentioned  include  Queen's,  Paris,  Royal,  feather,  pierced 
and  basket-work  borders  in  all  the  usual  wares  oj  the  period 


including  table  wares,  flower  horns,  scalloped  shells, 
comports,  water  fountains,  chestnut  bowls,  spitting  pots  an 
garden  pots.  In  fact  it  is  clear  that  the  products  of  the  ^ 
Ferrybridge  Pottery  at  this  time  closely  resembled  those  of 
other  better  known  factories,  which  when  unmarked  are 
extremely  difficult  to  attribute  to  a  particular  pottery. 

During  Ralph  Wedgwood's  brief  stay  at  Knottingley  tl. 
firm  used  the  impressed  mark  '  Wedgwood  &  Co.'  cither  in 
upper  or  lower  case  letters.  Pieces  of  creamware  and 
pearlware  bearing  these  marks  are  quite  often  seen,  but  as 
both  versions  of  the  mark  also  appear  to  have  been  used  by 
Ralph  Wedgwood  at  his  Burslem  pottery  it  is  very  difficult; 
attribute  even  marked  pieces  with  absolute  certainty  to  eith 
source.  A  group  of  creamware  teapots,  some  transfer-printe\ 


7.  Two 'Etruscan  Figure'  patterns. 


8.  Three  'Etruscan  Figure'  patterns,  showing  a  complete  border  as  on  No.  6. 


1 


in  black  and  others  enamel  painted,  fall  into  this  category. 
There  are  several  at  the  Yorkshire  Museum,  York.  Each  lias 
a  cauliflower-moulded  spout  as  made  by  Josiah  Wedgwood, 
and  a  loop  handle  with  overlapping  scales  only  slightly 
different  from  Wedgwood's.  The  teapot  in  No.  wis 
impressed '  I 1  redgwood  &  Co.'.  The  print  on  one  side  of  the 
teapot  is  called'  The  Song  of  Auld  Robin  Grey'  with 
'Jemmy's  Farewell',  and' Jemmy's  Return'  is  shown  on 
the  other.  Several  of  the  transfer  patterns  found  in  the  book 
described  are  found  on  pieces  impressed  'ferrybridge', 
indicating  that  the  patterns  remained  in  use  for  some  time 
alter  Ralph  Wedgwood's  departure. 


There  are  several  drawings  of  double-twist  handles  with 
flower  and  leaf  terminals  similar  to  those  made  at  the  Leeds 
Pottery,  and  drawings  of  teapot,  coffee  pot  and  cream  or 
milk  jug  shapes.2 


1.  All  photographs  from  the  Shape  and  Pattern  Book  are 
reprinted  by  kind  permission  ofjosiah  Wedgwood 

&  Sons  Ltd.,  Barlaston. 

2.  Further  tracings  and  border  patterns  appear  in  Heather 
Lawrence's  Pots  and  Potteries  of  Yorkshire,  to  be  published 
shortly  by  David  and  Charles. 


9.  Border  designs  and  Etruscan  Figure  patterns  for  use  on  smaller  items  such  as  cups,  mugs  and  jugs. 

10.  Creamwarc  teapot  impressed '  Wedgwood  &  Co. 


SOPHISTICATED  CRANES 

Graham  Hollister-Short 


Some  time  about  the  middle  of  the  18th 
century  a  fashion  sprang  up  in  Eng- 
landjor  a  type  of  sophisticated  cliimney 
crane  which  was  easier  to  manage,  more  readily 
adjustable  and  a  great  deal  less  damaging  to  the 
hands  of  the  cook  than  the  ordinary  types  then 
in  use  in  English  kitchens.1 

A  glance  at  the  ordinary  type  (No.  I  may 
be  taken  as  a  typical  example)  will  at  once 
make  much  plain,  not  only  as  regards  the 
basic  form  of  such  cranes,  but  much  also 
as  to  the  conditions  under  which  cooking 
was  then  mostly  done.  For  the  kitchen  fire 
was  not  enclosed  even  if  it  served  to  heat 
adjacent  ovens.2  It  lay  instead  quite  open 
and  if  an  eighteenth-century  kitchen  was 
not  quite  a  soot  hole  like  a  Roman  atrium 
it  was  certainly  often  noisome  with  soot 
and  smoke,  for  the  high  and  large  throat 
that  chimneys  had  then  to  have  to  allow  the 
cook  to  approach  the  pot  and  roasting  spit 
arrangements  made  for  a  good  deal  of  both. 
Count  Rumford,  that  indefatigable  cham- 
pion of  closed  fires  and  stoves,  had  not  a 
good  word  to  say  for,  indeed  execrated, 


I.  One  movement  crane. 
Castle  Museum,  York. 


the  old  arrangements  and  could  even  hope 
(in  1798)  that  the  time  would  come  when 
'open  fires  will  disappear,  even  in  our  .  .  . 
most  elegant  apartments'.3  At  all  events  it 
is  easy  to  see  why  there  should  have  been  a 
welcome  for  something  that  promised  to 
make  the  cook's  life  easier. 

If  one  looks  again  at  No.  1  it  will  be  seen 
that  it  is  nothing  more  than  a  vertical  iron 
bar,  secured  at  its  top  and  bottom  ends  and 
free  to  turn  in  some  sort  of  bearing  block. 
A  horizontal  arm  joined  to  it  was  free  to 
turn  with  the  vertical  through  an  arc  of 
something  like  ninety  degrees  from  a  posi- 
tion over  the  fire  to  another  at  right  angles 
to  it.  From  the  horizontal  arm  a  pot  hook 
was  hung  and  this  served  to  hold  the  kettle 
or  the  piece  of  hollow  ware.  In  order  to 
adjust  the  height  of  the  vessel  to  the  state  of 
the  fire  or  to  the  needs  of  the  moment,  to 
hasten  or  retard  cooking,  the  iron  hook 
strap  was  usually  furnished  with  a  scries  of 
projections  of  the  ratchet  type.  The  dis- 
advantage was,  of  course,  that  the  handle  of 
whatever  it  was  that  was  being  used  would 
itself  become  uncomfortably  hot  and  make 
adjustment  an  unpleasant  job  and  in  any 
case  leave  the  hands  dirty  from  soot.  Then 
too  the  physical  effort  of  raising  and  lower- 
ing large  and  unwieldy  utensils  would  not 
be  slight  either,  even  when  the  crane  was 
pulled  forward  so  as  to  bring  its  load  clear 
of  the  fire.4  Again,  sliding  the  pot  side- 
ways away  from  the  heat  after  the  com- 
pletion of  cooking  must  have  been  equally 
difficult. 

Perhaps  such  reflections,  or  rather  ex- 
periences, were  enough  to  convince  some 
eighteenth-century  cook  that  mechanical 
ingenuity  could  be  carried  further  and  that 
given  the  state  of  the  blacksmith's  art 
something  might  be  done  to  remedy  these 
problems.  A  solution  was  forthcoming 
(No.  2).  In  this  example  from  the  Victoria 
and  Albert  Museum,  as  in  the  other  cranes 
to  be  described,  a  lever  device  was  added 
with  its  fulcrum  close  to  the  end  from 


which  the  pot  was  hung.  In  this  way  J 
mechanical  advantage  could  be  gained  anc 
the  task  of  raising  and  lowering  mad 
much  easier.  The  'mounting  of  the  lever  i 
difficult  to  describe  separately  because  i 
forms  part  of  a  larger  entity,  that  is,  tin 
two-armed  upright  'fork'  rising  above  th< 
top  horizontal.  The  two  lower  ends  of  th^ 
fork  are  linked  by  a  common  axle  whicl 
carries  not  only  the  lever  but  also  a  small 
wheel.  To  the  ridit  of  this  ensemble  is  tin 
quadrant  ratchet  with  ten  carefully  spacec 
holding  buttons  whose  tops,  given  ar 
'armour  bright'  finish,  must  once  have 
formed  a  brilliant  contrast  to  the  man 
black  of  the  rest  of  the  crane.5  Its  visua 
appeal  is,  of  course,  not  in  doubt  but  foi 
the  moment  it  is  to  a  mechanical  feature  ot 
the  lever,  the  way  its  pot  end  was  construc- 
ted, that  I  wish  to  draw  attention.  It  would 
have  been  an  easy  matter  for  the  smith  tc 
have  drifted  a  hole  through  the  end  of  the 
bar  and  then  to  have  passed  the  anchor  link 
of  a  chain  through  the  hole.  Such  a  solution 
would  however  have  been  as  intolerably 
crude  as  the  primitive  device  it  was  desired 
to  improve.6 

Instead  a  sector,  that  is,  a  quarter  of  a 
circle,  was  provided  from  which  a  chain 
would  pay  out  or  be  taken  up  as  the  lever, 
was  moved.  Such  sectors  and  chains  posses? 
a  valuable  property:  they  permit  two  sorts 
of  motions,  the  circular  motion  of  the  end; 
of  the  lever  and  the  straight  line  motion  of 
the  pot  on  the  end  of  the  chain,  to  be 
reconciled  within  a  continuously  connec- 
ted system.  The  pull  on  the  chain  is  always 
vertical  and  consequently  all  risk  of  spillage 
is  avoided.  The  sector  itself  is  furnished 
with  side  walls  since  the  open-ended 
trough  shape  is  necessary  to  prevent  any 
slipping  of  the  chain  sideways  or  any  side- 
ways pulls  on  it  that  would  otherwise 
quickly  occur.  The  chain  is  fastened  by  its 
top  link  to  a  projecting  loop  in  the  upper 
end  of  the  sector  trough.  Such  is  the  fin- 
esse and  economy  of  this  crane's  construc- 
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2.  Three  movement  crane. 

I  ictoria  ami  Albert  Museum,  Loudon. 

3.  End  view  of  the  anti-tilt 
arrangements  in  No.  2. 

tion,  however,  that  this  loop  is  nothing  else 
than  the  terminal  of  the  upper  fork  of  the 
sector  support  which  was  passed  through 
the  bottom  of  the  trough.  It  holds  the  sec- 
tor in  position  by  its  looped  end,  a  fasten- 
ing which  is  at  the  same  time  the  central 
fin  to  which  the  chain  is  anchored.  A  sec- 
ond movement  was  thus  added  to  the 
crane  and  if  no  more  had  been  done  one 
would  sufficiently  admire  the  resourceful- 
ness of  its  constructor.  But  in  this,  as  in  the 
two  further  examples  I  wish  to  comment 
on  presently  (Nos.  4  and  6),  a  third 
movement  was  added  whereby  it  was 
possible  to  move  the  whole  lever,  pot  and 
all,  backwards  and  forwards  along  a 
portion  of  a  horizontal  bar.  There  would 
be  times  obviously  when  it  would  be 
useful  to  be  able  to  do  this.  The  arrange- 
ments for  securing  this  movement  were 
neatly  executed.  Mention  has  already  been 
made  of  the  vertical  iron  fork,  one  of 
whose  'prongs',  itself  forked,  carried  the 
axle  of  the  roller  wheel  (No.  3).  This  small 
wheel  ran  along  the  short  horizontal  rail  in 
the  spandrel  of  the  ensemble  and  had  a 
maximum  travel  of  about  nine  inches.  In 
order  to  ensure  that  there  were  no  derail- 
ments both  sides  of  the  fork  were  extended 
below  the  point  at  which  they  carried  the 
axle  of  the  wheel,  so  that  they  should  lie  on 
either  side  of  the  rail  and  in  effect  act  as  a 
double  flange. 

The  slender  horizontal  rod  joined  to  the 
wheel  arm  immediately  above  the  wheel 
fork  was  a  locating  device  to  keep  the 
wheel  on  its  rail.  Its  further  end  is  passed 
through  a  fairly  tight-fitting  hole  in  the 
vertical  axis  of  the  crane.  As  for  the  push- 
ing and  pulling  needed  to  get  the  assembly 
rolling,  this  was  exerted  on  the  handle  of 
the  lever,  the  handle  end  being  turned  out 
at  right  angles  to  its  shaft  to  make  this 
easier.  Above  the  horizontal  guide  rod  the 
wheel  arm  passed  through  a  slot  in  the 
upper  horizontal  bar.  The  length  of  the 
slot  obviously  governed  the  travel  of  the 


117 


wheel  below  it  but  served  as  well  as  a 
further  means  oflocating  it  and  of  limiting 
any  tilting  motion  which  might  develop 
in  the  total  wheel  and  lever  assembly.  Very 
different  solutions  to  the  tilting  problem 
were  adopted  in  the  other  examples,  as  we 
shall  see  presently.  In  the  matter  of  tech- 
nique it  is  evident  that  the  smith  showed  a 
high  level  of  design  skill  and  appreciation 
of  the  ergonomic  factors  involved.  But 
two  small  details  were  less  than  well 
handled:  first,  the  type  of  chain  he  made 
was  not  the  best  for  the  job  if,  as  seems 
likely,  it  is  the  original  that  is  still  in  situ. 
Each  link  has  been  twisted  into  a  figure-of- 
cight  form  with  the  result  that  the  chain 
lies  awkwardly  in  the  trough  when  the 
lever  is  raised.  Secondly,  the  lever  handle 
might  have  been  given  some  degree  of 
spring  against  which  it  would  then  have 
been  necessary  to  push  in  order  to  secure 
the  lever  arm  behind  one  of  the  buttons  on 
the  quadrant.  The  virtues  of  such  an 
arrangement  arc,  like  its  form,  those  of  the 
safety-pin.  These  arc  no  doubt  minor 
caveats  to  make  on  the  mechanical 
arrangements.  As  for  the  crane's  aesthetic 
qualities,  certain  points  have  already  been 
noted  in  passing.  Overall  one  must  remark 
the  assured  handling  of  proportion  and  the 
certainty  with  which  the  scantlings  of  the 
members  arc  judged  so  that  they  should 
appear  neither  flimsy  nor  over-sturdy.  At 
the  level  of  fine  detail  one  admires  the 
taper  of  the  lever  arm  and  the  elegance  of 
its  terminal,  a  finely  fashioned  acorn  in  its 
cup.  The  swage  decoration  of  the  vertical 
bar  is  unobtrusive  but  gives  great  distinc- 
tion to  what  is  otherwise  left  severely 
plain.  The  clustered  C  scrolls  serve  to 
decorate  as  well  as  support  the  weight- 
carrying  horizontal  rail. 

The  crane  in  the  Castle  Museum,  York 
(No.  4),  forms  an  instructive  contrast  in 
several  ways  with  the  piece  that  has  just 
been  considered.  It  is  evidently  a  heavy 
duty  type  and  lacks,  perhaps  as  a  conse- 
quence, much  of  the  graceful  attractiveness 
and  fine  cosmetic  finish  of  the  previous 
example.  Nevertheless,  when  all  these 
things  are  allowed  for,  it  has  to  be  said  that 
in  several  respects  its  smith  handled  the 
mechanical  problems  of  constructing  a 
three-movement  crane  with  great  assur- 
ance. The  lever  arm  is  given  a  slight  out- 
ward curve  half  way  along  its  length,  and 
one  presses  against  this  spring  in  order  to 
secure  the  arm  under  the  retaining  hooks 
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4.  Three  movement  crane.  Castle  Museum,  York. 

5.  End  view  of  anti-tilt  arrangements  in  No.  4. 


the  quadrant,  the  arm  on  release  swing- 
r  clear  of  the  hooks  (in  the  manner  of  a 
ety  pin).  The  lever  for  adjusting  the 
i<dit  of  the  kettle  served  here  as  did  the 
rer  in  the  first  example  as  a  pushing  rod 
-  rolling  the  crane  along  the  horizontal 
r.  But  was  the  wheel-guiding  device  well 
nsidcred?  Seen  in  profile  (No.  5)  the 
rangement  looks  rather  ramshackle.  It 
;  push  on  the  lever  was  not  carefully 
rectcd,  heavy  friction  would  result  from 
e  rubbing  of  the  vertical  arm  below  the 
icel  against  the  anti-tilt  rail  fastened  to 
;  top  horizontal.  Yet  such  a  rail  was 
iviously  necessary,  for  the  closure  formed 
the  wheel  and  its  axle  with  its  forked 
rrier  round  the  top  rail  was  plainly  not 
ough  to  ensure  stability.  However  there 
e  other  infelicities  to  come.  The  vertical 
m  below  the  anti-tilt  bar  has  to  take  a 
:ry  sharp  right-angled  turn  so  as  to 
sure  that  when  it  forks  to  receive  the 
vcr  arm  it  will  be  sufficiently  clear  of  the 
p  horizontal  to  preclude  any  chance  of 
c  rising  sector  fouling  it  as  it  moves.  This 
aboration  compares  ill  with  the  economy 
the  first  example  and  has  all  the  air  of 
:ing  part  of  a  one-off  job.  As  a  design  then 
le  crane  is  a  mixture  of  efficiency  and 
umsincss  although  it  is  certainly  true  that 
also  achieves  an  appearance  of  sturdy 
:tractivencss.  Observe,  however,  where 
is  exactly  right:  that  is,  in  the  precise  lie 
f  the  chain  within  the  sector  trough.  The 
itch  chain,  the  most  suitable  type  for  the 
)b  that  could  have  been  selected,  was 
lade  with  such  care  that  each  link  was 
iven  a  slight  curve  to  fit  it  to  the  curve  of 
le  sector.7  A  central  fin  secures  the  top 
air  of  links  in  the  chain.  A  ball  and  socket 
Dint  hangs  from  its  end.  The  finish,  as  is 
vident,  is  masterly,  and  only  the  nicely 
apered  volutes  of  the  quadrant  and  of  the 
iiagonal  brace  and  a  few  swage  lines  on 
lie  vertical  temper  its  severity. 

The  third  example  (No.  6)  I  have  not 
lad  a  chance  to  see  personally.  It  was 
uirchascd  in  1972  in  England  by  a  dealer 
rom  the  Netherlands,  who  has  been  kind 
*nough  to  supply  a  photograph  of  the 
:rane  and  further  details  relating  to  it.8 
Other  dealers  in  antique  metalwork  to 
whom  I  have  spoken  recall  such  cranes 
:oming  on  the  market  quite  commonly 
;ome  thirty  to  forty  years  ago,  although  it 
:s  probably  rare  enough  for  such  a  piece  to 
be  purchaseable  today.  It  would  however 
be  idle  to  pretend  that  this  piece  has  the 


6.  Three  movement  crane.  J.  J.  Massee,  Esq. 

qualities  of  the  others  that  have  been 
examined.  The  wispy  scroll  work  looks 
weak  and  indecisive  although  to  be  fair  the 
piece  would  be  poorer  without  it.  Then 
too  the  rather  untidy  welding  together  of 
the  spandrel  bar  and  the  top  horizontal, 
and  the  failure  to  preserve  a  uniform 
thickness  along  its  length  (where  the  two 
pieces  join)  to  say  nothing  of  the  crudely 
managed  strengthening  piece  at  the  bottom 
of  the  spandrel,  all  between  them  serve  to 
create  a  feeling  that  technically  and 
artistically  its  maker  was  rather  a  humble 
performer.  There  is  of  course  no  reason 
why  he  should  have  been  anything  else, 
and  to  be  fair  he  was  attempting  something 
rather  out  of  the  ordinary.  The  survival 
of  the  crane  is  in  any  case  evidence  enough 
that  it  worked  and  gave  satisfaction.  The 
chain  is  missing  from  this  example  but  its 
central  anchor  fin  is  clearly'  visible  within 
the  sector  trough.  As  in  the  Yorkshire  crane 
the  wheel  runs  on  the  top  rail  and  the  lever 
handle  is  used  to  effect  the  horizontal 
movement.  Both  handles  have  been 
twisted  at  welding  heat  to  give  them  a 
decorative  finish,  although  the  twist  is 


somewhat  overdone  in  this  third  example. 
The  wish-bone  shaped  piece  of  metal  con- 
nected to  the  lever  and  moving  between 
the  nicely  chamfered  quadrant  ratchet  and 
the  scrolled  diamond  in-filling  of  the  span- 
drel constitutes  with  these  parts  a  rather 
comprehensive  anti-tilt  device. 

By  this  time  it  might  well  be  asked  what 
sort  of  game  is  being  played.  Why  call 
these  cranes  sophisticated  if  in  the  end  the 
result  of  looking  at  them  carefully  is  to  re- 
veal their  warts  as  much  as  their  sophisti- 
cations? If  one  were  basing  one's  judgment 
simply  on  skill  of  design  and  execution, 
then  the  question  would  surely  be  justifi- 
able, but  in  fact  it  can  be  shown  that  all 
three  smiths  were  drawing  on  certain 
currents  of  design  already  some  two  and  a 
half  centuries  old  at  the  time  they  were 
working,  and  possibly  also  on  other  even 
older  ideas  and  it  is  the  influence  of  these 
ideas  on  their  work  that  gives  it  a  pedigree 
worth  tracing.  Let  us  take  the  sector  and 
chain  idea  first.  It  seems  quite  likely  that 
the  properties  of  this  elegant  device  were 
discerned  for  the  first  time  by  Leonardo 
da  Vinci  some  time  about  1488  or  1489.  To 
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enquire  how  he  came  to  perceive  the  idea 
is  obviously  a  delicate  and  difficult  matter 
and  altogether  too  large  a  problem  to  ex- 
plore here.  It  seems  to  me  however,  to  state 
the  matter  as  simply  as  possible,  that  a  case 
may  be  made  for  supposing  the  invention 
to  have  been  a  chance  product  of  his 
attempts  to  improve  a  type  of  missile- 
throwing  engine  then  in  common  use  (No. 
7).  At  all  events  in  one  of  his  notebooks, 
actually  MS.B.,  the  earliest  datable  manu- 
script belonging  to  1488-9,  we  find  not 
only  a  pendulum  pump  with  a  rocking 
beam  composed  of  two  sectors  put  apex  to 
apex  (No.  8)  but  also  a  lever  device  with 
only  one  sector  and  rope  (No.  9).  In  this 
machine  a  capstan  winds  down  the  long 
arm  and  thus  raises  the  weight  (actually  a 
pile  driver)  hanging  from  the  sector  rope. 
Once  the  pile  driver  has  been  raised  to  the 
top  of  the  guide  rails,  as  it  has  been  in  the 
drawing,  the  arm  is  released  and  the  falling 
weight  drops  fairly  on  the  head  of  the  pile. 
This  use  is  quite  unambiguous  for  Leo- 
nardo noted  beside  the  sketch  'da  fichare 
pali  a  castello"  -  'to  drive  piles  at  a  castle'. 

It  is  becoming  increasingly  clear  that 
Leonardo's  numerous  mechanical  inven- 
tions were  not  lost  but  were  being  absorb- 
ed into  practice  even  while  he  lived.  Al- 


7.  Leonardo  da  Vinci. 
Manganon,  Codex  Atlantiats,  f.16  v.,  c. 

8.  Leonardo  da  Vinci. 
Pendulum  pump,  MS.B,  f.54r. 

9.  Leonardo  da  Vinci. 
Pile  driver,  MS.B,  (.701. 
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ough  tracing  the  transmission  of  his  ideas 
rough  the  centuries  after  his  death  is 
ade  difficult  by  the  scarcity  of  docu- 
entary  evidence,  it  can  be  stated  quite 
knfidently  that  the  pendulum  pump  (No. 
became  a  common  type  all  over  Europe 
id  by  1755  was  in  use  on  at  least  one 
antation  in  South  Carolina.  As  lor  the 
.■am  form  of  the  pump  considered  as  a 
parate  entity,  it  was  when  suspended  and 
pipped  with  scales  hanging  from  its 
>rds  evidently  a  very  common  form  of 
dance  and  was  called  precisely  that  in  a 
ascription  of  balances  published  at  the 
cginning   of  the   eighteenth  century.9 
Ever  arms  with  but  a  single  sector  and 
jpe,  as  in  No.  9,  have  proved  more 
usive  to  trace,  although  it  is  clear  that 
ley  too  were  in  use  by  the  1660s  even 
lough  it  was  certainly  in  another  employ- 
lent  than  the  raising  of  cooking  pots. 
By  the  beginning  of  the  eighteenth  cen- 
urv  the  applications  to  which  the  device 
vas  being  put  come  thick  and  fast:  in  the 
720s  in  clocks  and  in  meteorological  in- 
truments,  in  the  1750s  in  the  fabrication  of 
cad  sheet  and  in  a  new  sort  of  cylinder 
dower  for  iron  works.  Its  use  in  the  candle 
lipping  machine  (No.  10)  is  a  late  eight- 
:enth-century  example  of  yet  a  further  use 
0  which  it  might  be  put.  Machine  candle 
lipping  was  introduced  at  some  time  in 
he  1 780s  by  London  manufacturers  of 
allow  candles.  According  to  a  near  con- 
emporary  account  the  machine  greatly 
•elieved  the  operative's  labour  and  per- 
mitted five  racks  of  wicks  to  be  dipped  at 
Dnce  instead  of  the  three  usual  in  the  hand 
operation.10 

At  some  time  in  this  period  of  intense 
exploitation,  one  guesses  that  it  might  have 
been  during  the  last  half  of  the  eighteenth 
century,  certain  smiths  knew  how  to  ease 
the  housewife's  task  even  if  there  were  as 
yet  no  stoves  to  slave  over  but  only  open 
fires.  In  so  doing  they  demonstrated  their 
feeling  for  mechanical  precision.  But  mat- 
ters cannot  be  left  quite  like  this  since  there 
are  in  fact  two  further  elements  within  the 
assemblies  that  call  for  comment  although 
they  present  problems  far  from  being  as 
easy  to  handle  as  the  sector  device.  The 
chains  which  hung  from  the  former  have 
already  been  lightly  commented  on  and 
for  that  reason  it  might  be  convenient  to 
take  them  first.  In  the  sketches  that  involve 
sectors  it  seems  much  more  likely  that 
Leonardo  had  cords  in  mind  rather  than 


10.  Candle  dipping  machine.  Castle  Museum,  York. 

chains  when  he  drew  the  machines  that 
have  been  examined  here. 1 1  He  composed 
them  however  in  such  rapid  and  often 
rough  draughts  that  in  seeking  to  interpret 
them  one  must  proceed  with  caution.  It 
was  certainly  the  case  that  chains  were  in 
use  with  sectors  by  the  second  half  of  the 
sixteenth  century,  and,  whether  or  not 
Leonardo  employed  them  in  this  way,  it  is 
the  case  also  that  the  flat  (or  pitch)  chain 
such  as  the  York  crane  exhibits  is  to  be 
found  in  other  contexts  among  other  of 
Leonardo's  drawings:  at  least  three  in- 
stances occur  in  the  Codex  Atlanticus,  for 
example.12 

One  comes  now  to  the  single  wheels 
that  each  of  the  smiths  employed,  but 
somewhat  as  gloomily,  one  suspects,  as  the 


smiths  themselves,  who,  faced  with  their 
orders,  had  somehow  to  decide  how  to 
hang  their  already  quite  complex  assemb- 
lies from  such  rollers.  The  problem  with  all 
mono-rail  systems,  then  as  now,  is  one  of 
ensuring  the  stability  of  the  moving  body, 
and  that  there  was  in  this  matter  no  ready 
made  solution  to  hand  for  a  smith  to  draw 
on  may  have  appeared  already  in  the  pre- 
vious discussion.  The  three  answers  to  the 
problem  are  as  different,  one  from  another, 
as  they  could  well  be,  and  the  recognition 
of  this  furnishes,  of  course,  good  negative 
evidence  that  there  was  nothing  available 
by  way  of  a  gcstalt  anywhere  in  England. 
But  if  no  direct  transfer  was  possible  what 
remoter  situations  were  there  from  which 
the  wheels  might  have  been  derived? 
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windmill,  a  much  more  familiar  object  i; 
the  English  landscape,  provided  rathe 
more  guidance  to  the  crane  makers  tha] 
did  funiculars.  Whereas  in  the  carlicstTltypi1 
the  post-mill,  the  whole  body  of  the  mi| 
was  mounted  on  a  vertical  axle  and  ha 
bodily  to  be  moved  into  the  wind,  froi 
the  close  of  the  thirteenth  century,  if  nc 
before,  a  more  easily  manageable  type  w; 
in  use.  This  was  the  turret-mill.  In  this  soi 
of  mill  only  the  sails  and  the  cap  turnec 
these  parts  forming  a  movable  asscmbl 
which  was  mounted  on  wheels  running  i 
a  groove  or  race.  Jean  Errard's  picture  c 
1584  of  such  a  mill  first  shows  these  fea 
tures  unambiguously  (No.  12)  -  notic 
particularly  the  inset  detail  to  the  side  c 
the  drawing  -  but  one  should  not  con 
elude  trom  this  that  they  are  his  inventior 
'II  sort  premier  de  ma  boutique',  is  th 
claim  he  makes  in  a  preface  concerned  ti 
establish  his  priority  for  each  and  ever 
one  of  the  machines  in  his  book  but  lik 
Fausto  he  deceives  himself  in  his  windmi 
unless  he  really  meant  to  claim  credit  onh 
for  the  'new'  form  which  he  gives  to  th' 
sails  of  his  mill  (which  to  be  fair  is  what  hi 


Waggons  moving  on  flanged  wheels 
along  smooth  rails,  or  with  smooth  wheels 
on  flanged  rails  were,  of  course,  perfectly 
familiar  at  that  time  but  to  mention  them 
is  to  recognise  that  they  scarcely  offer 
much  guidance  for  a  smith  who  had  only 
one  rail  to  roll  his  single  wheel  along.  That 
is,  after  all,  what  we  see  in  each  case  and 
one  would  surely  expect  much  more  to 
have  been  carried  across  in  the  way  of  form- 
al parallels  had  waggons  and  waggon  ways 
really  furnished  the  model  from  which 
design  ideas  were  taken. 

Another  more  hopeful  possibility  is  that 
the  wheel  idea  may  have  been  drawn  from 
ropeways  or  funiculars  such  as  one  sees  in 
Fausto  Veranzio's  scheme  off.  161 5  (No. 
11).  The  history  of  such  devices  is  not  well 
known  but  the  mere  appearance  of  this 
drawing  in  the  bishop  of  Csanad's  book  is 
proof  enough,  it  seems  to  me,  that  such 
things  were  then  visible  in  the  regions, 
Venetia,  Hungary  and  Dalmatia  where  he 
lived  and  worked,  for  although  he  called 
his  collection  of  devices  'Machinae  Novae', 
new  machines,  nothing  is  more  certain 
than  that  most,  if  not  all,  were  nothing  of 


the  sort.13  The  earliest  references  to  such 
bridges  in  Europe  belong  to  the  early 
fifteenth  century  while  references  to  them 
in  English  works  occur  at  latest  in  the 
1 690s. 14 

It  may  however  be  thought  from 
William  Hooson's  description  in  1747  of  a 
funicular  then  in  use  in  English  mines,  that 
inspiration  was  indeed  nearer  home.  Hoo- 
son  talks  of  a  'Wharr',  'a  very  ready  and 
useful  way  of  late  invented  for  carrying 
corves  .  .  .'.  A  rope,  supported  by  rods 
every  twenty-five  yards  or  so,  was  the 
'rail'  on  which  ran  a  single  wheel  carried 
in  an  oblong  case  of  iron  made  'to  close  the 
wheel  exactly,  yet  not  hinder  its  motion'. 
Most  likely,  (for  there  is  no  illustration)  the 
arrangement  of  the  wheel  was  similar  to 
that  to  be  seen  in  No.  4  except,  of  course, 
that  under  the  iron  case  would  be  a  hook 
from  which  to  hang  the  corvc  or  bucket 
full  of  ore  to  be  transported.  The  miner 
needed  to  give  it  only  a  push  for  it  to  'run 
along  ...  at  pleasure:  labourers  use  to 
grease  the  rope  and  pulley,  which  makes 
it  run  better'.15 

It  may,  however,  be  the  case  that  the 
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.Jean  Errard.  Improved  windmill  sails,  1584. 

iption  to  this  drawing  claims).16  Such 
heels  running  in  a  groove  are  clearly 
lentioncd  in  a  description  of  a  sail-driven 
ghting  car  written  in  1335  by  Guido  da 
igevano  and  proposed  by  him  for  the  use 
f  crusaders  against  the  Saracens  in  Out- 
nner.17  Here,  indeed,  the  turret  windmill 
fas  certainly  the  model  on  which  Guido 
rew  for  the  motor  part  of  his  scheme  for 
e  himself  says  so. 

It  might  seem,  possibly,  that  this  discus- 
ion  has  ranged  rather  widely  in  seeking  to 
lucidate  the  history  of  such  homely  ob- 
ects  as  have  been  under  examination  in 
his  article,  and  yet  anything  less  extensive 
vould  certainly  have  failed  to  establish  the 
inkages  which  constitute  the  unity  of 
vestcrn  European  technology  within 
which  the  crane  makers  had  their  profes- 


sional being.  For  they  were  all  participants, 
as  far  as  mechanical  matters  went,  in  the 
common  European  cultural  tradition. 


NOTES 

1.  The  Sussex  Archaeological  Society's 
collection  of  bycgones  at  Ann  of  Cleves 
House,  Lewes,  while  it  has  a  number  of 
extremely  interesting  cranes,  has  none 
which  are  equipped  with  three  movements, 
as  are  the  examples  to  be  discussed  here. 

2.  Benjamin  Thompson,  Count  of  Rumtord, 
Essays  Political,  Economical  ami  Philosophical, 
Vol.  m,  London  1802,  p.  67. 

3.  Ibid.  p.  76. 

4.  The  solid  construction  of  the  cranes,  unless 
their  makers  were  quite  blind  to  normal 
design  criteria,  is  evidence  enough  that 
heavy  loads  were  to  be  sustained.  Ancillary 
equipment,  such  as  kettle  tilters,  to  say 
nothing  of  the  large  size  of  surviving  pots 
and  kettles,  provides  a  similar  indication. 


5.  A  hand-sized  tightly  packed  leather 
'scouring'  pad,  one  side  of  which  is  covered 
with  small  chain  links,  is  rubbed  briskly 
against  the  metal  to  produce  this  gleaming 
finish. 

6.  Even  high  class  decorative  smiths,  the 
artists  of  the  Baroque  garden  screens  and 
carriage  gates  of  the  earlier  part  of  the 
eighteenth  century,  were  not  averse  to 
short  cuts  and  doubtful  practices,  so  the 
remark  is  not  simply  a  hypothetical  one. 

7.  The  evolution  of  chain  types  has  not  been 
studied  so  far  as  I  know  but  the  flat  pitch 
chain  may  certainly  be  found  in  the 
drawings  of  Leonardo  da  Vinci  who  may 
well  have  developed  it  from  some  simpler 
type. 

8.  Mr.  J.  J.  Massee  of  the  Herengracht, 
Hasselt,  Holland. 

9.  J.  A.  Schmidt,  Thcatrum  Naturae  et  Artis, 
Helmstadt  ?i7io,  talks  of  the  balance  as 
being  'libra  communis'  -  'the  common 
balance'. 

0.  A.  Rees,  The  Cyclopaedia,  Vol.  vi,  London 
1819,  sub  'candles,  making  of  dipped', 
states,  somewhat  vaguely,  that  such 
machines  had  been  introduced  'within  1  5 
or  20  years  past'.  See  Plates,  Vol.  n,  1820, 
Candle  Making,  figs.  I  &  n.  However  the 
section  in  question  was  probably  written 
about  1805  thus  placing  the  innovation  in 
the  1780's  rather  than  the  1790's. 

1 .  The  only  secure  indication  of  this  however 
that  I  have  come  across  is  in  a  note  that 
Leonardo  added  to  a  drawing  in  MS.B. 

f.  53  V,  of  a  toothed  sector  engaging  with 
the  teeth  of  a  piston  rod.  He  noted  that 
one  could  achieve  the  same  effect  (ie.  a  power 
stroke  each  way)  with  ropes,  V  possi  fare 
con  corde  come  con  rota  dentata'. 

2.  For  these  further  uses  see  C.  Blair,  'A  note 
on  the  early  history  of  the  wheel-lock', 
Journal  of  Arms  and  Armour,  Vol.  3,  1959-61, 
p.  22iflT,  and,  'A  further  note 

op.  cit.,  Vol.  4,  1962-4,  pp.  187-8. 
Faustus  Vcrantius,  Machinae  Novae, 
?  1 6 1 5  Venice,  plate  36.  A  cable  boat  was 
in  use  on  the  Tiber  at  Otricola  in  1 594 
according  to  Fynes  Moryson.  Montaigne 
saw  others  in  Italy  in  1580. 
V.  Mandey  and  J.  Moxon,  Mcchanick 
Powers  or  the  Mystery  of  Nature  and  Art 
Unvail'd,  London  1696,  p.  124  and 
fig.  100,  describe  a  somewhat  similar  sort 
ot  device  but  with  the  load  carried  on  an 
endless  rope. 

W.  Hooson,  The  Miner's  Dictionary, 
Wrexham  1747,  sub  wharr.  The  English 
Dialect  Dictionary,  ed.  J.  Wright,  London 
1905,  Vol.  6,  p.  442,  defines  wharre 
(Yorkshire)  as  a  small  pulley  on  a  spindle, 
or  a  spindle  whorl. 

Jean  Errard,  Le  Premier  Livre  des  Instruments 
Matliematiques  Mecaniques,  Bar-le-Duc 
1584,  plate  14.  Despite  the  title  Errard 
published  no  subsequent  volume.  The 
word  'new'  is  italicized  because  the  same 
curved  type  of  wind-mill  sail  is  to  be  found 
only  a  very  little  later  in  C.  Lucars, 
A  Treatise  named  Lucarsolace,  London  1 590, 
p.  158. 

I  owe  these  details  from  Guido's  work, 
the  Texaurus  regis  Francie  acquisitionis 
terre  sancte,  to  the  kindness  of  Professor 
A.  Rupert  Hall. 
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I .  Angcrstcin's  house 
in  Pall  Mall  (detail 
of  print  published  by 
J.  Hogarth). 


2.  J.  A.  Courigcr. 
John  Nash. 
Bas-relief  in 
silhouette. 
National  Portrait 
Gallery. 


THE  FOUNDING  OF 

THE  NATIONAL  GALLERY 

I  \  LONDON . 

Part  in  Gregory  Martin 

Lord  Liverpool  announced  his  Government's  decision  to  purchase  the  Angerstein  collection  fir 
the  nation  towards  the  end  of  November  1823.  Some  five  months  later  -  early  in  May  182- 
the  embryonic  National  Gallery,  no  more  at  the  time  than  Angerstein' s  pictures  still  lodged 
his  house  in  Pall  Mall  (No.  1),  opened  its  doors  to  the  public.  It  quickly  proved  popular;  bv  r 
end  of  November  there  had  been  some  24,000  visitors. 


^»^his  fact  provided  extra  justification  for  those 
who  had  opposed  the  scheme  that  destined 
the  national  collection  of  pictures  for  the 
British  Museum.  But  until  a  viable  and  generally 
acceptable  alternative  could  be  found,  the  case  of  the 
Museum  Trustees,  who  were  in  effective  control  of  the 
collection,  remained  the  strongest. 

The  alternative  was  to  be  proposed  by  the  favourite 
architect  of  the  King  -  John  Nash  (No.  2),  who  was 
then  transforming  western  London.  Nash's  great  con- 
cept was  accepted  in  principle  by  Lord  Liverpool's 
government,  but  was  successfully  demolished  by  the 
Trustees.  Their  victory  was,  however,  Pyrrhic  indeed; 
for,  the  following  year,  Liverpool's  successor  as  Prime 
Minister,  George  Canning,  removed  the  national  col- 
lection of  pictures  from  their  ad  hoc  control.  Four  years 
later,  the  claims  of  the  now  truly  independent  National 
Gallery  to  a  permanent  home  were  at  last  satisfactorily 
met  by  the  architect,  William  Wilkins,  who  put  for- 
ward a  modified  version  of  Nash's  plan. 

John  Nash,  the  prolific  and  imaginative  Welshman 
who  from  1793  had  built  up  a  large  practice  as  an 
architect  and  won  the  extensive  patronage  of  the  Prince 
Regent  (later  George  IV),  was  the  new  dynamic  ele- 
ment in  the  stalemate  situation  of  1824.  In  November 
of  that  year,  Agar-Ellis  (No.  3),  who  had  played  a  sig- 
nificant part  in  the  Parliamentary  campaign  to  make 
the  Government  acquire  the  Angerstein  collection, 
contributed  an  anonymous  article  to  the  Quarterly 
Review.  In  it  he  weighed  up  the  situation  and  clearly 
re-stated  the  policy  of  the  moderate  opponents  of  the 
aims  of  the  Trustees.  He  hoped  that  'those  who  have 
direction  of  these  matters  will  pause  before  they 
consign  our  pictures  to  the  solitude  of  the  British 
Museum  .  .  .  the  pictures,  if  buried  there,  will  be  rather 
more  visited  than  Sir  Francis  Bourgeois'  at  Dulwich, 
but  not  much'.  The  national  collection,  he  argued, 
must  be  'situated  in  the  very  gangway  of  London, 
where  it  is  alike  accessible  and  conveniently  accessible 
to  all  ranks  and  degrees  of  men  .  .  .'.  The  British 
Museum  was  too  far  out  of  the  way;  and  he  proposed 
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sites  in  central  London,  which  the  'Government  al 
the  sovereign'  were  'fully  competent  to  appropriate 
a  new  wing  of  St.  James's  Palace,  Marlborough  Hou . 
Cumberland  House,  Carlton  House,  'the  old  buildii; 
of  the  Mews',  Warwick  House,  Downing  Street,  aijl 
the  unfinished  wing  at  Somerset  House. 

Somerset  House  had  earlier  been  proposed,  only 
be  rejected  by  the  Chancellor  of  the  Exchequij. 
Robinson,  as  a  home  for  the  national  collection.  But  th 
list  which  Agar-Ellis  drew  up  was  not  as  specious  asc 
might  at  first  seem.  For  London  was  changing,  ai 
discussion  of  the  improvements,  for  as  such  they  we  A 
rightly  considered,  was  much  in  the  air.  The  alte 
ations  stemmed  from  the  reversion  to  the  Crown  of  1| 
estate  at  Marylebone,  the  successful  development  j  I 
which  depended  on  a  proper  means  of  communicaticji 
with  central  London.  This  had  been  under  considejj 
ation  from  the  1790s.  But  action  only  came  after  tl  • 
union,  in  18 10,  of  the  two  departments  previously  re  I 
ponsible:  the  offices  of  the  Surveyor  General  ofLar  J 
Revenue  and  of  Woods  and  Forests,  etc.  The  ne  \ 
department  immediately  commissioned  plans  on  ho 
the  estate  should  be  developed  and  provided  with 
means  of  access  to  Charing  Cross  -  where  the  Crow, 
was  also  a  substantial  property  owner  -  from  architec 
previously  employed  in  the  two  separate  offices;  th 
devised  by  Nash  was  accepted  in  181 1. 

The  development  was  to  be  self-financing;  but  t 
drive  the  new  road  across  London,  an  Act  of  Parli. 
ment  was  required  to  establish  the  necessary  machinei 
to  borrow  money  and  buy  land.  This  Act,  whic 
determined  the  line  of  the  new  road  and  made  pre 
vision  for  'widening  the  East  End  oiPall  Mall,  and  f< 
continuing  the  same  Eastward  by  a  new  street  int 
Saint  Martin's  Lane,  terminating  at  the  Portico  cj 
Saint  Martin's  church;  and  for  forming  an  open  Squai 
in  the  Kings  Mews  opposite  Charing  Cross  .  .  .',  w. 
passed  in  1813  (No.  4). 

Operations  concentrated  first  on  the  new  road  be\ 
ween  Pall  Mall  and  Marylebone,  which  was  given  tl 
name  of  Regent  Street,  and  progress  was  charted  in  thj 


triennial  reports  issued  by  the  Commissioners  of 
Woods  and  Forests  to  whom  Nash  was  now  responsi- 
ble. Consideration  of  the  detailed  improvement  of  the 
crucial  eastern  end  of  Nash's  line  of  communication, 
which  would  open  the  north-western  part  of  London 
to  the  offices  of  State,  Law  and  business  down  White- 
hall to  Westminster  and  down  the  Strand  towards  the 
City,  was  held  over  until  the  leases  on  Crown  land 
round  Charing  Cross  expired  towards  the  end  of  1 819. 

The  Crown  had  been  the  chief  property  owner  of 
this  part  of  London  since  mediaeval  times,  and  the  area 
had  equally  long  been  used  for  stables.  In  the  second 
half  of  the  seventeenth  century,  Sir  Christopher  Wren 
had  drawn  up  a  plan  for  rebuilding  the  Mews;  but  the 
only  significant  development  was  the  central  block  of 
stables  (the  King's  Mews),  designed  by  William  Kent 
and  built  in  1732.  By  the  end  of  the  century,  the  area 
was  a  hotch-potch  of  buildings,  bounded  by  Whit- 
comb  Street  to  the  west,  Charing  Cross  to  the  south, 
and  St.  Martin's  Lane  to  the  east.  At  the  north-eastern 
corner  stood  Gibbs'  much  admired  church  of  St. 
Martin-in-the-Ficlds,  before  which  clustered  a  number 
of  undistinguished  houses  connected  with  the  Royal 
Stables.  The  unsatisfactory  effect  and  appearance  of  the 
whole  area  was  already  commented  on  by  Ralph  in 
1734:  'The  stables  (by  Kent)  in  the  Meivse  (sic)  are 
certainly  a  very  grand  and  noble  building  .  .  .  unless 
the  other  wretched  buildings  arc  pull'd  down  .  .  .  and 
the  corresponding  wings  are  made  to  answer  the  bulk 
already  raised  . .  .  and  the  whole  laid  open  to  the  street, 
it  will  add  a  new  reflection  on  our  taste  ...  I  could 
wish  too  that  a  view  was  open'd  (sic)  from  hence  to  St. 
Martin's  Church'. 

Nash's  first  plan,  as  set  out  in  the  1813  Act,  was  to 
provide  an  opening  for  the  portico  of  St.  Martin's 
church  by  extending  Pall  Mall  along  the  southern  side 
of  Kent's  stables,  and  to  demolish  the  buildings  to  the 
south-west  of  the  Mews  to  obtain  better  access  from 
the  Strand  and  Whitehall  via  Charing  Cross  into  Pall 
Mall.  Work  on  the  last  phase  of  the  plan  did  not  begin 


until  the  early  1820s.  It  was  to  reveal  both  the  best  and 
the  worst  aspects  of  Nash's  character:  the  town  planner 
of  great  imagination  and  the  speculator  whose  oper- 
ations provoked  suspicion.  The  dubious  nature  of  his 
speculations  with  Crown  leases  and  the  stupendous, 
run-away  costs  of  his  alterations  to  Buckingham  House 
to  make  it  a  palace  fit  for  George  IV  (begun  with  the 
King's  enthusiastic  and  irresponsible  backing  in  1826), 
finally  brought  disgrace  that  prevented  him  from  real- 
izing a  central  feature  of  his  concept  for  the  improve- 
ment of London. 

By  1823,  when  the  Commissioners  of  Woods  and 
Forests  issued  their  fourth  trieimial  report,  the  south- 
west area  of  the  Mews  had  been  cleared;  and  the  site 
had  been  let  to  the  Royal  College  of  Physicians,  while 
the  area  between  the  Haymarket  and  Whitcomb  Street 
was  also  being  re-developed.  The  Commissioners  re- 
ported that  'as  soon  as  means  can  be  provided  for 
accommodating  the  Public  Establishments  which  still 
occupy  a  considerable  part  of  the  Lower  Mews,  that 
only  remaining  part  of  the  improvements  .  .  .  not  yet 
in  immediate  progress,  will  be  completed'. 

As  demolition  proceeded,  it  became  apparent  that 
Nash's  original  plan  could  be  improved.  For  it  was 
realized  that  'the  unequal  lengths  of  the  two  sides  of  the 
open  area  (in  front  of  Kent's  stables)  .  .  .  would  be  a 
deformity,  peculiarly  striking,  in  the  approach  from 
Whitehall'.  Nash  was  asked  to  reconsider  his  plan  with 
a  view  to  extending  this  space  eastwards  and  to  widen- 
ing the  west  end  of  the  Strand.  Linked  to  this  proposal, 
which  would  leave  Kent's  building  occupying  only 
the  western  half  of  the  northern  line  of  the  area,  was 
the  suggestion  of  providing  'a  more  commodious 
access  from  the  Houses  of  Parliament  (etc.)  ...  to  the 
British  Museum,  and  the  numerous  and  respectably 
occupied  new  Buildings  in  the  part  of  the  Metropolis 
in  which  that  great  National  Repository  is  now  to  be 
permanently  housed'. 

Nash  probably  received  this  new  brief  early  in  1825. 
Its  terms  of  reference  were  sufficiently  wide  to  take 


into  account  conflicting  views  about  the  suitability  of 
the  British  Museum  as  the  home  for  the  national 
collection  of  paintings  and  the  desirability  of  the  Trus- 
tees' aims  for  it.  Crucial  to  this  conflict  was  the  deve- 
lopment of  the  northern  line  of  the  new  open  space, 
which  was  partly  occupied  by  Kent's  stables  -  the 
King's  Mews  -  one  of  the  spots  earmarked  by  Agar- 
Ellis  the  previous  year  as  a  possible  home  for  the 
National  Gallery.  But  Nash's  freedom  of  manoeuvre 
was  limited  so  far  as  the  allocation  of  this  open  space 
was  concerned.  For  the  Government  had  already  ad- 
mitted the  claim  made  by  the  Army  -  based  partly  on 
the  fact  that  soldiers  had  been  stationed  in  the  King's 
Mews  during  civil  disturbances  in  the  past  -  to  the 
King's  Mews  and  the  area  occupied  by  the  old  Mews' 
buildings  behind,  for  additional  barrack  space.  The 
position  early  in  1825  was  only  slightly  cased  by  the 
Government's  halving  the  quota  of  men  thus  to  be 
housed  to  one  battalion.  Any  proposal  for  the  northern 
line  of  the  new  open  space  would  thus  have  to  take 
the  Army's  requirements  into  account. 

Nash,  bowing  to  pressure  from  both  sides  in  the  art 
world,  produced  two  plans,  which  differed  in  the 
buildings  along  the  northern  line  of  the  new  open 
space.  One  proposed  a  Gallery  for  painting  and  sculp- 
ture along  the  whole  line  (No.  5);  the  Army  was 
allocated  space  for  barracks  in  the  remaining  area  of 
the  Mews  to  the  north-west  and  in  a  strip  of  land 
occupying  Duke's  Court  to  the  north-cast.  The  second 
plan  (No.  6)  preserved  the  King's  Mews  building  and 
introduced,  to  the  east  of  it,  what  was  probably  a 
chapel  for  the  soldiers  and  then  a  further  line  of  bar- 
racks; the  space  behind  the  King's  Mews  to  the  north- 
west was  given  over  for  barracks  as  in  the  first  plan. 
Linked  with  this  difference  was  the  inclusion  in  the 
second  plan  of  a  new  road  from  Charing  Cross  to  the 
British  Museum.  Such  a  road  was  to  compensate  for 


CHAilHG  CXOSS.  STMAimHJ 


the  absence  of  a  gallery  at  Charing  Cross.  But  both 
plans  shared  one  important  feature  in  common:  the 
inclusion  in  the  centre  of  the  new  open  space  of  a 
building,  like  the  Parthenon,  to  house  the  Royal 
Academy.  This  was  a  refinement  of  an  idea  put  for- 
ward as  early  as  1816,  and  marked  a  further  stage  in  the 
recognition  of  the  Academy's  unsatisfactory  accom- 
modation in  Somerset  House. 

Nash's  plan  for  a  National  Gallery  of  Painting  and 
Sculpture  applied  the  principle  earlier  expressed  by 
Alexander  Baring  (that  the  works  of  art  at  the  British 
Museum  should  be  in  a  gallery  by  themselves)  to  solve 
the  problem  of  filling  the  whole  of  the  northern  side 
of  the  new  open  space.  The  proposal,  which  would  add 
grandeur  to  the  view  from  Whitehall,  would  also  have 
had  the  support  of  all  the  opponents  of  the  pretensions 


5.  Proposed  plan  foi 
the  development  of) 
Charing  Cross 
presented  to  the 
House  of  Commoni 
1826. 

The  State  Paper  Ofli, 
The  British  Museum] 
Photograph  by 
J.  R.  Freeman. 


6.  Alternative  plan 
for  the  developmen 
of  Charing  Cross 
and  a  new  street  to 
the  British  Museum 
presented  to  the 
House  of  Commons 
in  1826. 
The  State  Paper  Offii 
The  British  Museum. 
Photograph  by 
J.  R.  Freeman. 


I  the  Trustees  of  the  Museum.  The  alternative  plan 
d  the  support  of  Sir  Charles  Long,  both  as  Paymaster 
:ncral  of  the  Armed  Forces  and  as  Trustee  of  the 
itish  Museum.  Early  in  1826,  he  wrote  an  anony- 
ous  pamphlet  on  the  improvements  then  envisaged 
r  London.  So  far  as  he  was  concerned,  the  original 
in  for  the  destination  of  the  national  collection  ot 
rtures  still  stood;  he  made  no  reference  to  the  prob- 
n,  other  than  to  answer,  by  implication,  criticism  of 
e  inaccessibility  of  the  Museum  by  drawing  attention 
the  new  road  that  was  to  link  St.  Martin's  Lane  and 
larlotte  Street  in  Bloomsbury.  The  north  side  of  the 
•en  space  above  Charing  Cross  was  best  allocated 
the  uses  of  the  military;  and  he  pinpointed  a  weak- 
ss  in  the  plan  to  develop  the  area  in  such  a  way 
>th  so  as  to  provide  a  view  of  the  portico  of  St. 
artin's  from  Pall  Mall  and  a  culmination  of  the  view 
3in  Whitehall,  which  was  never  to  be  satisfactorily 
solved.  He  stated  that  'If  the  line  of  the  barracks 
ould  be  continued  (in  the  area  adjacent  to  the 
iblcs),  the  effect  will  be  to  conceal  entirely  from  the 
e\v  ot  the  passengers  in  Pall  Mall  the  portico  .  .  .'. 
m  criticism  in  fact  applied  to  the  line  of  the  proposed 
allery,  for  Long's  solution  -  to  erect  a  'chapel  for  the 
lards'  in  the  centre  of  the  site  from  which  'the  line 
ight  diverge'  northwards,  so  that  the  portico  would 
main  in  view  -  was  that  which  Nash  had  devised  in 
e  alternative  plan. 

It  is  likely  that  Nash  had  completed  his  two  plans  at 
ast  by  the  autumn  of  1825 ;  in  July  his  ideas  concern- 
g  a  new  site  for  the  Royal  Academy  prompted  the 
srtrait  painter,  Shee,  to  move  at  a  General  Assembly 
the  Royal  Academy  that  a  committee  be  appointed 
)  take  into  consideration  what  may  be  the  wants  of 
e  Royal  Academy  in  the  event  of  the  erection  of  a 
:\v  building  .  .  .'.  Long  finished  writing  his  pamphlet 
the  end  of  the  following  January.  It  was  printed  but 
ver  published,  because  his  senior  colleagues  at  the 
reasury  finally  opted  in  principle  for  the  other  plan. 
>ng  had  probably  intended  to  write  as  the  spokes- 
an  of  the  Government;  thanks  to  his  efforts  there  had 
ver  been  previously  a  fundamental  difference  bct- 
een  the  Government  and  the  Trustees.  Thus,  the 
cision  was  a  considerable  blow  to  his  prestige,  which 
as  only  concealed  by  the  face-saving  withdrawal  of 
s  pamphlet,  and  marked  the  beginning  of  the  end  of 
>ng's  career  as  a  man  of  power.  Indeed,  early  in  July, 
■  received  a  peerage  having  been  requested  to  resign 
e  office  of  Paymaster  General  which  he  had  held  for 
ne  years.  Conversely  the  Government's  decision  was 
iignificant  victory  for  the  opponents  of  the  Museum 
ter  campaigning  for  some  two  years.  And  it  is  no 
'incidence  that  no  one  spoke  against  the  plan  when 
c  Charing  Cross  Improvement  Bill  was  moved  in  the 
ouse  of  Commons  on  March  21  by  the  first  Comm- 
ioncr  of  Woods  and  Forests,  Charles  Arbuthnot. 
The  period  of  economic  growth,  which  had  begun 
und  1820,  slackened  off  by  1825,  when  the  financial 


situation  quickly  deteriorated  and  a  number  of  banks 
failed.  The  Government  was  already  committed  to 
financing  public  works  -  notably  at  the  British  Museum 
and  Nash's  programme  for  rebuilding  Buckingham 
House.  Thus,  with  the  financial  crisis,  which  inevitably 
led  to  demands  that  Government  expenditure  be  cut, 
there  was  little  prospect  that  Nash's  proposals  for  the 
redevelopment  of  the  centre  and  northern  side  of  the 
new  open  space  at  Charing  Cross  would  be  carried 
into  immediate  effect.  In  fact  the  Government  was 
bound  to  postpone  any  final  decision,  as  the  Trustees' 
and  the  Army's  views  on  Nash's  first  plan  would  have 
to  be  heard.  And  so  while  permission  was  to  be  given 
for  the  erection  of  the  western  wing  of  barracks  behind 
the  King's  Mews,  the  Charing  Cross  Improvement 
Bill  only  catered  for  development  of  the  south-eastern 
part  of  the  Royal  Mews  and  of  the  western  end  of  the 
Strand  (No.  7). 

But  Arbuthnot  in  the  debate  indicated  that  the 
Government  viewed  Nash's  first  plan  with  favour;  he 
stated  that  'he  could  certainly  wish  that  this  quad- 
rangle (at  Charing  Cross)  should  contain  a  Gallery  for 
our  national  paintings  and  statues.  If  such  a  plan  were 
executed  the  statues  and  paintings  would  be  more  easy 
of  access  than  at  the  Museum  .  .  .'.  For  the  Trustees  of 
the  Museum,  he  could  offer  onlyonecrumbof  comfort: 
that  the  paintings  and  sculpture  'might  remain  under 
the  guardianship  of  the  Trustees  of  the  British  Museum'. 

The  Government's  attitude  led  to  the  abandonment 
of  the  plan  for  the  temporary  accommodation  of  Sir 
George  Beaumont's  collection  in  the  upper  floor  of  the 
east  wing  at  the  British  Museum,  then  being  built. 
In  1823,  he  had  promised  to  hand  over  his  pictures  to 
the  Museum  'whenever  the  Gallery  about  to  be  erected 
is  ready  to  receive  them'.  The  plans  for  that  gallery 
were  now  in  serious  jeopardy:  in  fact  the  gallerv  he 
envisaged  and  had  helped  to  conceive  was  never  to  be 
built.  It  must,  therefore,  have  been  with  mixed  feelings 
of  pride  and  regret  that,  some  time  in  March,  Beau- 


7.  Plan  of  1826 
presented  to  the 
House  of  Commons 
showing  the 
properties  to  be 
purchased  to  make 
way  for 

improvements  at 
Charing  Cross. 
The  State  Paper  Office, 
The  British  Museum. 
Photograph  by 
J.  R.  Freeman. 
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mont  stripped  the  gallery  in  his  house  in  Grosvenor 
Square  and  moved  his  pictures  to  Pall  Mall. 

He  was  now  seventy-three,  with  less  than  a  year  to 
live;  but  his  sense  ot  quality  and  scrupulousness  did  not 
desert  him.  He  found  two  pictures  on  his  original  list 
to  be  unworthy  of  the  National  Gallery;  one  he  tried 
to  'harmonize  with  the  rest'  but  was  unable  'to  find  a 
place  where  it  would  not  injure  the  others'.  Then,  early 
in  April,  he  asked  his  fellow  Trustees  to  agree  to  his 
withdrawing  them  and  substituting  two  others.  With 
the  Trustees'  agreement  a  month  later,  Beaumont  was 
at  last  able  to  sec  his  pictures  hung  and  to  fulfil  his  long 
ambition. 

But  having  waited  and  campaigned  for  so  long,  he 
must  have  sensed  some  disappointment.  His  clear  act 
of  generosity  had  not  been  followed  by  the  results 
which  he  anticipated.  Indeed  his  gesture  had  only 
provoked  controversy  and  opposition  to  his  hopes.  As 
a  result,  he  could  only  hang  his  pictures  in  a  makeshift 
National  Gallery  -  far  from  Bloomsbury  -  the  where- 
abouts of  whose  permanent  home  Was  only  favoured 
in  principle.  And  Beaumont's  disappointment  would 
have  sharpened  to  frustration,  as  he  surveyed  the  gaps 
on  the  walls  of  his  London  house,  had  he  known  - 
with  the  gift  of  foresight  -  that  two  years  later  the  body 
to  whom  he  had  given  his  pictures  to  ensure  their  safe- 
keeping as  'it  would  never  die'  was  to  hand  them  over 
to  another. 

Beaumont  could  have  gained  no  inkling  of  this  turn 
of  events  from  the  reaction  of  his  fellow  Trustees  of 
the  Museum  to  the  Government's  attitude.  They  acted 
quickly  and  effectively.  On  May  23,  1826,  an  Extra- 
ordinary General  Meeting  was  convened  'to  take  into 
consideration  the  Buildings  now  in  progress  and  the 
future  appropriation  of  them;  and  also  the  obligations 
by  which  the  Trustees  are  bound  to  keep  the  several 
Collections  within  the  Museum  whole  and  entire'. 
What  followed  showed  at  once  both  the  best  and  the 
worst  of  the  Trustee  system.  A  memorandum,  which 
had  been  prepared  by  one  of  the  Trustees,  'Upon  any 
proposition  for  the  Removal  of  the  Townlcy  and  Elgin 
Marbles  and  Sculptures  from  the  British  Museum  .  .  .' 
was  read  and  minuted  in  full.  It  rehearsed  the  legal 
position  by  laying  stress  on,  first,  the  Act  which  estab- 
lished the  Museum  as  'the  One  General  Repository', 
and,  second,  the  Acts  which  vested  the  Townlcy  and 
Elgin  Marbles  in  the  Trustees  to  be  preserved  'whole 
and  entire'.  It  claimed  that  the  removal  of  the  classical 
sculpture  could  only  legally  be  achieved  by  a  special 
Act  of  Parliament;  and  suggested  that  such  a  disregard 
for  the  wishes  of  former  benefactors  to  the  'One 
General  Repository'  would  alienate  future  benefactors. 

The  Trustees  had  no  statutory  control  over  the 
national  collection  of  paintings,  but  they  asserted  their 
legal  rights  over  the  objects  vested  in  them  and  within 
the  walls  of  the  Museum.  They  resolved  to  request  the 
Lords  of  the  Treasury  to  reconsider  their  proposal  to 
remove  parts  of  the  collection  in  the  light  of  whether 


it  would  be  'just  with  regard  to  the  intention  of  the 
Persons  from  whom  they  were  derived;  and  also 
whether  the  same  would  be  expedient  upon  the  ground 
of  general  Policy,  or  public  convenience'. 

The  wording  of  their  resolution  was  less  trenchant 
than  that  of  the  memorandum,  which  was  also  for- 
warded to  the/Treasury.  It  was  the  first,  classic  expo- 
sition of  the  obligation  of  public  Trustee  bodies  to 
preserve  their  holdings.  By  placing  the  inviolability  of 
their  right  to  property  held  for  the  public  before  plans 
of  how  that  property  might  be  better  administered  and 
deployed  for  the  benefit  of  the  public,  the  Museum 
Trustees  brought  out  into  the  open  the  inherent  con- 
flict between  independent,  Trustee-run  museums  and  a 
central,  Government-controlled  policy  for  the  arts. 

This  conflict  still  obtains  today,  and  is  responsible 
along  with  perennial  lack  of  funds  for  some  of  the  basic 
faults  to  be  found  in  our  national  museums.  For  sup- 
porters of  the  Government  of  the  day,  it  is  easy  to  find 
fault  with  Trustee  intransigence.  But  the  premise  that 
administrations  are  always  wise  is  fatuous.  Viewed  in 
this  light,  the  duty  and  obligation  of  Trustees  to  pre- 
serve the  status  quo  takes  on  a  deeper  significance  as  a 
chief  defence  -  along  with  public  opinion  -  against  the 
decisions  of  a  partisan  Government.  In  theory  Lord 
Liverpool  could  have  exerted  pressure  on  the  other  ex- 
ofjicio  Government  Trustees  and  tried  to  force  his 
Government's  scheme  through.  But  faced  with  such  a 
vigorous  counterblast  and  anxious  to  maintain  con- 
sensus in  public  administration,  he  accepted  the  Trus- 
tees' resolution  in  a  letter  ofjuly  23. 

Despite  the  Trustees'  demand  to  sec  and  review  the 
building  plans  for  the  west  wing  of  the  Museum,  the 
decision  as  to  where  the  national  collection  of  paintings 
should  be  permanently  housed  remained  at  the  Board 
of  the  Treasury  Lords  and  not  at  the  Board  of  Trustees. 
But  as  it  would  have  been  difficult  to  justify  the  nation- 
al collection  -  small  as  it  then  was  -  alone  occupying 
the  whole  of  the  north  side  of  the  new  open  space  at 
Charing  Cross  -  even  were  the  money  to  build  a 
Gallery  available  -  the  Government,  which  favoured 
Nash's  first  plan,  had  received  a  serious  setback.  Never- 
theless, it  did  not  concede;  for  in  December,  the  Army 
was  stopped  from  preparing  to  convert  the  King's 
Mews  into  barrack  accommodation  and  from  excav- 
ating other  ground  for  a  new  barrack  block,  which 
would  have  interfered  with  Nash's  project  for  a  Gallery. 

SOURCES:  Parliamentary  Papers  (including  the  triennial 
reports  of  the  Commissioners  of  H.  M.'s  Woods,  Forests, 
and  Land  Revenues),  the  State  Paper  Office,  the  British 
Museum  ;  Hansard's  reports  of  Parliamentary  debates; 
the  diary  of  George  James  Wclbore  Agar-Ellis,  on  loan  to 
the  Northampton  County  Record  Office  (Delapre  Abbey); 
Public  Records  Office,  WO.44,552  (for  negotiations  011 
barrack  space  at  the  King's  Mews);  Lord  Farnborough, 
Short  Remarks  and  Suggestions  upon  Improvements  now 
carrying  on  or  tinder  Consideration,  1826. 

FURTHER  READING: 

John  Summcrson,  John  Nash  Architect  to  George  IV,  1935. 


128 


m 


rt  and  Antiques 
in  London: 


the  Summer  Scene 


William  Allan 


This  summer  there  is  to  be  no  Grosvenor  House  Fair.  When  this 
news  was  first  broadcast  there  was  a  feeling  of  disappointment,  a 
sense  of  anticlimax  for  the  many  dealers  and  collectors  who  have 
come  to  regard  the  Fair  as  the  high  point  of  the  year.  However,  in 
some  ways  the  absence  of  the  Fair  has  turned  out  to  be  a  boon, 
for  most  of  the  leading  galleries  and  dealers  are  mounting  special 
exhibitions  of  their  own  with  the  result  that  visitors  to  London 
this  summer  will  be  able  to  see  an  astonishingly  wide  range  of 
objects  and  paintings,  all  of  high  quality.  The  British  Antique 
Dealers'  Association  and  the  Society  of  London  Art  Dealers 

have  organised  a  Fine  Art  and  Antiques  Festival 
for  June  which  will  give  the  lead  in  what  should  prove  to 
be  an  exciting  and  varied  season  of  exhibitions.  The  Connoisseur  is 
contributing  to  this  aura  of  interest  and  anticipation  by  showing  a 
representative  selection  of  the  best  that  the  London 
art  market  has  to  offer  at  present. 


THOMAS  AGNEW  AND  SONS 
4S  Old  Bond  Street,  London  Wl 

p.  A.  ROTARI. 

A  Young  girl  wearing  pearl  earrings. 
Oil  on  canvas,  243  X  21J  inches. 

BEAUCHAMP  GALLERIES 

8  Beauchamp  Place,  London  SW3 

A  I  'incennes  biscuit  figure  of  a  milkmaid, 

entitled  La  Batteuse  it  Beurre, 

by  Fernex  after  Boucher. 

Height:  9  inches. 


ASPREY  OF  BOND  STREET 

165  New  Bond  Street,  London  wi 

A  fine  coromondel  lacquer  screen, 

both  sides  with  incised  decoration 

in  polychrome  on  a  tete  de  negre  ground. 

Chinese,  early  K'ang  Hsi  (1662-1722). 

Height:  8  feet  7  inches;  Width:  1  foot  S  inches 

each  leaf. 

ALBERT  AMOR  LTD. 

37  Bury  Street,  St.  James's.  London  swi 

A  fine  and  rare  early  first  period  Worcester  teapot 

painted  in  colours  with  the  Valentine  pattern, 

a  design  taken  from  an  Oriental  original. 

Unmarked:  datec.  1760. 

BARLING 

1 12  Mount  Street,  London  wi 
Hal/figure  of  a  Lokopala 

extremely  finely  modelled  in  unglazcd  pottery 
with  considerable  pigment  decoration. 
T'ang  dvnastv. 


1LUETT  AND  SONS  LTD. 

8  Davies  Street,  London  wi 

i  Tliai  stoneware  architectural  ornament. 

awankhalok  type,  I4th-i5th  century. 

i  BLOOM  AND  SON 
53  New  Bond  Street,  London  wi 
1  George  III  22  carat  gold  cup  and  cover 
nade  in  1772  by  Parker  and  Wakelin. 
leight :  10  inches ;  Weight :  39Z  ozs. 


J.  H.  BOURDON-SMITH  LTD. 

24  and  25a  Conduit  Street,  London  wi 

A  George  II  fine  quality  salver 

with  shell  and  scroll  border 

made  in  1744  by  Robert  Abercrombie. 

Diameter:  14^  inches;  Weight:  50  ozs. 

BROD  GALLERY 

24  St.  James's  Street,  London  wi 

LUCAS  CRANACH  I472-1553. 

A  portrait  of  a  German  prince  entitled  'Friedrich' 
Signed  with  a  winged  serpent  and  dated  1532. 
Oil  on  panel,  si  X  5%  inches. 
CHRISTIE'S 

King  Street,  St.  James's,  London  wi 
The  'Lomellini'  ewer  and  dish 
sold  for  £55,000  in  the  early  part  of  1974. 
a  record  for  a  single  lot  of  European  silver. 


H.  BLAIRMAN  AND  SONS 
36  New  Bond  Street,  London  wi 
A  fine  Kingwood  commode  of  the  Louis  XV period. 
French,  1770. 

Height:  2  feet  10  inches ;  Width :  4  feet  2  inches; 
Depth:  1  foot  10  inches. 

From  May  30  to  June  15  Blairman's  are  holding  an 
exhibition  of  19th  and  20th  century  paintings  in 
conjunction  with  Richard  Nathanson  to  mark  the 
ninetieth  anniversary  of  the  firm's  foundation. 
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COLLINGWOOD  OF  CONDUIT 

STREET  LTD. 

46  Conduit  Street,  London  wi 

A  pair  of  Queen  Anne  candlesticks 

by  John  Elston  of  Exeter,  1706. 

Height:  8^  inches;  Weight:  21  ozs. 


PHILIP  DUNCAN  LTD. 

Lowndes  Lodge,  28  Lowndes  Street,  London  swi 

A  fine  Sheraton  satinwood  sofa-table, 

the  top  being  crossbanded  with  rosewood. 

Length  open:  57^  inches;  Depth:  243  inches; 

Height:  27  inches. 


H.  TERRY-ENGELL  GALLERY 
8  Bury  Street,  St.  James's,  London  swi 

STANISLAS  LEPINE,  183S-I892. 

Le  pout  de  la  Garenne. 
Canvas,  13  X  1 8^  inches. 
This  painting  forms  part  of  an  exhibition 
of  nineteenth-century  French  landscapes 
which  will  be  on  view  throughout  June. 


THE  FINE  ART  SOCIETY 
148  New  Bond  Street,  London  wi 
Bubbles:  A  Cottage  Scene  with  Children. 
Signed  in  monogram,  dated  1856. 
Oil  on  panel,  15  x  173  inches. 


TOM  ERRINGTON  LTD. 
26  Sackville  Street,  London  wi 
A  Chinese  pottery  camel 
with  chestnut  brown  glaze. 
T'ang  dynasty,  618-906  ad. 
Height:  38  inches. 

This  piece  will  be  shown  in  an  exhibition 
entitled  'A  Pottery  Menagerie'  which  will  be  on 
view  from  June  3-29 

FERNANDES  AND  MARCHE 

23  Motcomb  Street,  London  swi 

A  fine  pair  of  painted  Sheraton  elbow  chairs,  C.  1785. 
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FRANSES  OF  PICCADILLY  LTD. 

169  Piccadilly,  London  wi 

An  early  seventeenth-century  Paris  tapestry, 

one  of  a  series  woven  for  Louis  xiv 

to  be  hung  in  the  Royal  hunting  lodges. 

Depth :  8  feet  9  inches ;  Width :  1 1  feet  2  inches. 

S.  FRANSES  LTD. 

71-73  Knightsbridge,  London  swi 

'La  Balancoire' : 

a  late  eighteenth-century  Beauvais  tapestry, 

one  of  the  Huet-Boucher  pastorals. 

Height :  7  feet  2  inches ;  Width :  5  feet  9  inches. 


GARRARD  &  CO. 
1 12  Regent  Street,  London  wi 
A  pair  of  outstanding  George  II  beer  jugs, 
made  by  Charles  Kandler  in  1733. 
The  arms  are  those  of  John,  Earl  of  Breadalbane. 
Height:  iof  inches. 
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D.  M.  AND  P.  MANHEIM 

69  Upper  Berkeley  Street,  London  wi 

A  fine  pair  of  Chelsea  porcelain  plates, 

painted  with  botanical  specimens  and  butterflies. 

Marked  with  red  anchor. 

Circa  1755.  Diameter:  8  J  inches. 


M.  HARRIS  AND  SONS 

44-52  New  Oxford  Street,  London  wci 

A  rare  Chippendale  period  carved  mahogany 

tripod  table,  the  faded  top  of  unusual  design  and 

having  a  spindle  gallery  inlaid  with  brass  line, 

decoration.  England,  c.  1760. 

Height :  30  inches ;  Width :  293  inches ; 

Depth:  24  inches. 


C.JOHN 

70  South  Audicy  Street,  London  wi 
A  rare  Transylvanian  rug, 

originally  woven  for  Church  decoration,  c.  1600. 


JEREMY  LTD. 

255  King's  Road,  Chelsea,  London  SW3 
A  superb  French  Empire  Gueridon  centre  table 
executed  in  finely  carved  and  painted  beechwood 
to  simulate  bronze  on  a  mahogany  background. 
Dated  1814  and  bearing  the  inscription: 
'Faite  et  Donne  a  Henriettc  Thevenin  par  Plantan'. 
Height:  28  inches;  Width :  24 \  inches; 
Depth:  24 u  '^es. 


HOFF  ANTIQUES  LTD. 
66a  Kensington  Church  Street,  London  w8 
Two  extremely  fine  Worcester  first  period  tea  jars, 
c.  1770. 
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PINK  AND  SON  LTD. 

ling  Street,  St.  James's,  London  swi 

I  fine  Commonwealth  silver  skillet  in  original 

edition.  London,  1657. 

Baker:  R.F.  with  mullet  below;  Weight:  14. 1  ozs. 

iEDBURN  ANTIQUES 
9  Brook  Street,  London  wi 
I  mahogany  china  case  of  excellent  quality. 
1  the  manner  of  Thomas  Chippendale, 
lowing  in  its  design  both  Gothic  and  Chinese 
lfluences,  and  possessing  the  rare  feature  of 
evclled  mirror  plates  behind  fretwork  panels, 
Hcing  the  central  case, 
inglish,  1760. 

leight :  84  inches;  Width  :  48^  inches; 
)epth :  203  inches. 


ALEX  REID  AND  LEFEVRE  LTD. 

3oBruton  Street,  London  wi 

camille  pisarro.  La  Rue  Saint-Honore, 

effet  de  soleil  apres  tnidi. 

Oil  on  canvas,  25 J  x  21  inches. 


FRANK  T.  SABIN  LTD. 
4  New  Bond  Street,  London  wi 

GEORGE  BOLTON  MOORE. 

Fish  Street  Hill,  watercolour. 
Moore  exhibited  29  examples  at  the  Royal 
Academy,  of  which  this  watercolour  was  the 
first.  Signed  and  dated  1S30. 


STAIR  AND  CO.  LTD. 

120  and  125  Mount  Street,  London  WI 

A  finely  carved  Elizabethan  oak  cupboard  on  stand 

with  canted  corners  below  a  shallow  full-width 

drawer.  English,  c.  1600. 

Height:  493  inches;  Width:  47^  inches; 

Depth:  153  inches. 


JOHN  SPARKS  LTD. 

128  Mount  Street,  London  wi 

A  fine  and  rare  Japanese  black  lacquer  cabinet, 

the  doors  decorated  with  gilt  roundels, 

the  opening  to  reveal  four  drawers. 

Original  handles  and  hinges,  c.  1800  ad. 

Height  on  stand:  453  inches;  Width:  373  inches; 

Depth :  1 8  inches. 
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TREVOR 

24-25  Mount  Street,  London  wi 
A  fine  Regency  writing  table, 
part  of  an  important  set  of  three  pieces  'en  Shite' 
which  includes  a  chiffonier  and  a  card  table, 
all  in  amboyna  wood  of  excellent  colour  and 
patina  and  having  carved  and  gilded 
decoration. 
English,  c.  1 8 10. 


ROBIN  SYMES 

3  Ormond  Yard,  Duke  of  York  Street, 
London  swi 

A  life  size  marble  torso  of  Diana. 
Roman,  2nd  century  ad. 


J.  AND  E.  D.  VANDEKAR 
138  Brompton  Road,  London  s W3 
A  fine  Urbino  dish,  c.  1550. 

The  subject  on  the  dish  is  plainly  a  religious  one, 
probably  showing  Christ  being  shown  to  the 
people  of  Jerusalem  before  his  execution. 


WALTER  H.  WILLSON  LTD. 

15  King  Street,  St.  James's,  London  swi 

A  fine  Charles  II  tankard 

made  in  London  and  dated  1683. 

with  maker's  mark  FS. 

Weight  24  ozs. 


ARTHUR  TOOTH  AND  SONS  LTD. 
3 1  Bruton  Street,  London  wi 

A.  MARQUET. 

'La  Sete  pres  de  Collioures',  1914/15. 
Canvas,  26  X  32  inches. 
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ORDER  FORM  TO  LONDON  VAT  No.  238  5874  23 

TO:  The  Connoisseur,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SW1V  1HF 

(Reg  Office)  Reg  No  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur  British  Museum  Portfolio,  Amount 

Mr/Mrs/Miss 

Address 


ORDER  FORM  TO  NEW  YORK 

TO:  The  Connoisseur,  224  WEST  57th  STREET,  NEW  YORK,  N.Y.  10019. 

Please  send  me  Copies  of  The  Connoisseur/British  Museum  Portfolio.  Amount 

Mr/Mrs'Miss 

Address 


\mcrica 

Joseph  T.  Btitkr 


PAINTERS 
OF  THE  MIND'S  EYE 
The  first  major  exhibition  of  the  paintings  and 
drawings  of  Belgian  symbolist  and  surrealist 
painters  was  seen  at  The  New  York  Cultural 
Center  and  later  at  the  Museum  of  Fine  Arts, 
Houston.  This  impressive  show  featured  one  hun- 
dred and  twenty  works  borrowed  from  museums 
and  private  collections  in  Europe  and  the  United 
States.  Works  included  were  selected  by  Francis 
de  Lullc  of  the  Ministry  of  National  Education 
and  Culture  in  Brussels. 

Painters  working  from  c.  1885  until  the  present 
were  included.  Represented  were  Antoine  Wiertz, 
William  Degouvc  dc  Nuncqucs,  Jean  Delville, 
Fernand  Khnopff,  Xavicr  Mellcry,  Felicicn  Rops 
and  Leon  Spilliacrt.  The  two  great  20th  century 
masters  of  Surrealism,  Rene  Magritte  and  Paul 
Delvaux,  are  well  represented,  the  former  by 
more  than  thirty  works,  the  latter  by  nineteen. 

The  haunting  and  strange  symbolist  works 
show  that  Belgium  was  a  particularly  fertile  place 
for  the  development  of  this  19th  century  poetic/ 
aesthetic  arts  movement.  This,  of  course,  formed 
the  framework  6n  which  Surrealism  was  to 
develop.  Magritte,  who  died  in  1967  was  a  close 
friend  of  Andre  Breton  who  wrote  the  first 
Surrealist  Manifesto.  Magritte  places  common- 
place everyday  objects  in  incongruous  relation- 
ships to  achieve  the  improbable  and  unexpected. 
Delvaux,  who  lives  in  the  Belgian  seaside  resort 
of  Knokhc,  uses  nude  women  in  his  paintings 
who  move  through  curious  landscapes  as  wrell  as 
haunted  houses  and  skeletons  juxtaposed  with 
classical  elements. 

A  handsome,  fully  illustrated  catalogue  accom- 
panies this  exhibition  which  was  organized  by  the 
International  Exhibition  Foundation  in  Washing- 
ton, dc.  The  catalogue  contains  an  Introduction 
by  Philippe  Roberts-Jones,  Head  Curator  of  the 
Royal  Museum  of  Fine  Arts  of  Belgium  and  a 
Foreword  by  Francine-Claire  Legrand,  Curator 
of  the  Museum  of  Modern  Art. 
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TWO  IMPORTANT  SHOWS 
The  Museum  of  the  Rhode  Island  School  of 
Design  in  Providence  recently  held  two  import- 
ant exhibitions.  The  first  of  these  was  'Europe  in 
Torment:  [450-1550'  and  it  explored  the  tumul- 
tuous transition  from  the  Middle  Ages  to  the 
Renaissance,  when  the  waning  power  of  the 
Church  and  the  horrors  of  famine,  plague  and 
war  disrupted  all  Europe.  This  turbulence  is  re- 
flected in  the  imagery  of  French,  German  and 
Netherlandish  artists.  Along  with  graphic  art, 
some  illustrated  manuscripts,  printed  books,  sculp- 
ture, paintings  and  slides  ot  major  altarpieces  of 
the  period  were  shown. 

Temptation,  Witchcraft  and  the  Occult,  Death, 
and  the  Apocalypse  and  Last  Judgment  arc  the 
recurring  themes.  The  tribulations  of  the  Saints, 
the  temptations  of  Christ  and  the  seven  Vices  arc 
frequently  found  in  the  graphic  art  of  the  period. 
Demons  with  bestial  appendages  torment  a- 
bearded  St.  Anthony  in  a  late  15th  century 
engraving  by  Martin  Schongauer.  The  conflict 
between  the  flesh  and  the  spirit  was  of  primal 
interest  to  a  people  who  saw  the  natural  catastro- 
phies  of  the  previous  hundred  years  as  God's 
punishment  for  their  sins. 

An  interaction  between  Renaissance  Italy  and 
the  North  can  be  seen  in  Albrecht  Durer's  wood- 
cut the  Whore  oj  Babylon,  representing  Lust,  from 
the  book  of  the  Apocalypse.  The  image  of  this 
earthy  temptress  -  widely  disseminated  through 
the  new  process  of  printing  -  provided  inspir- 
ation for  the  Italian  Renaissance  Love  Goddess 
and  the  Baroque  Vanitas. 

The  years  approaching  1500  brought  increased 
preoccupation  with  eschatological  themes.  One 
of  the  first  Biblical  subjects  to  be  treated  in 
graphic  art  was  the  Apocalypse,  which  was  wide- 
ly interpreted  with  many  variations.  The  Last 
Judgment,  as  known  from  the  Gospels  and  extra- 
biblical  tradition,  was  also  popular.  An  engraving 
after  Hieronymous  Bosch  depicts  man's  final 
days  on  earth  and  his  heavenly  judgment  replete 
with  Bosch's  fantastic  menagerie.  This  was  the 
seventh  annual  exhibition  prepared  by  second 
year  graduate  students  in  the  Department  of  Art, 
Brown  University. 

The  other  show  had  a  single  sculpture  as  its 
final  point  -  a  12th  century  stone  figure  from 
Burgundy.  It  was  entitled  'St.  Peter  from  Cluny : 
A  Mediaeval  Puzzle'. 

Possibly  the  most  important  mediaeval  sculp- 
ture in  America,  the  Museum's  St.  Peter  is  an 
architectural  fragment  from  the  Abbey  Church  at 
Cluny  completed  about  11 30.  The  largest  church 
in  Christendom  for  some  400  years,  this  great 
Romanesque  monument  was  demolished  for 
building  stone  at  the  turn  of  the  19th  century. 
The  only  surviving  monumental  figure  from  the 
Abbey  Church,  the  St.  Peter  was  one  of  four  large 
Apostle  figures  above  the  portal  of  the  main 
entrance.  In  the  exhibition,  a  reconstruction  of 
the  Cluny  facade  restores  the  Providence  St.  Peter 
to  his  key  position. 

A  major  attraction  of  the  show  was  a  10  foot 
long  replica  of  the  Church,  made  by  designer 
George  Patton  and  RISD  student  Gorden  Lund- 
berg.  The  exhibit  also  includes  related  drawings 
and  prints,  light-box  transparencies  of  manuscript 
illuminations  and  slides  of  contemporary  Bur- 
gundy. A  printed  exhibition  guide  is  available  at 
no  charge  to  the  Museum  visitor. 

The  'puzzle'  in  the  title  refers  both  to  the 
demolished  Abbey  Church  and  to  the  St.  Peter, 
which  consists  of  three  fragments.  For  some  time, 


it  was  not  sure  whether  the  head  and  body 
belonged  together.  Kathryn  J.  McCauley,  assist- 
ant curator  in  charge  of  the  exhibition,  has  assem- 
bled considerable  scientific  and  curatorial  evidence 
on  the  history  and  condition  of  the  piece. 


5.  martin  schongauer.  The  Tribulations  of 
St.  Anthony,  late  15th  century,  engraving. 
Museum  of  Art,  Rhode  Island  School  oj  Design. 


6.  St.  Peter,  from  the  Abbey  Church  at  Cluny, 
stone  carving,  c.  1 130,  Museum  of  Art,  Rhode 
Island  Scliool  of  Design. 


139 


1 


140 


,|  RT  OF  THE 
J  ACIFIC  NORTHWEST 
|  The  very  strong,  distinctive  art  that  has  been 
1  roduccd  in  the  Pacific  Northwest  over  the  last 

iiir  decades  -  art  marked  by  the  qualities  of 
I  jietness,  a  pastoral  sense,  mysticism  -  was  sur- 
II  :ycd  in  a  major  exhibition  at  the  National  Col- 

ction  of  Fine  Arts,  Smithsonian  Institution 
'  Washington,  dc).  One  hundred  and  seventeen 
;  lintings,  watercolours  and  drawings  and  sixteen 

ulptures  by  forty-six  artists  will  be  shown. 
!  Mark  Tobey,  Morris  Graves,  C.  S.  Price,  Kcn- 

;th  Callahan,  and  Guy  Anderson  arc  major  fig- 
!  -es.  Along  with  works  by  them,  such  other  well 
]  tablished  artists  as  Louis  Bunce,  Francis  Celen- 

no,  lames  Lee  Hansen,  Paul  Horiuchi,  Leo  Ken- 
j  ;y,  Jack  McLarty,  Carl  and  Hilda  Morris,  Mar- 
I  iret  Tomkins,  and  George  Tsutakawa  will  be 

•presented.  Second  and  third  generation  trends 
|  ill  be  illustrated  by  the  creations  of  a  number  of 
'  mngcr  artists,  such  as  Robert  Maki  and  Charles 

Pacific  Northwest  art  covers  a  wide  range  of 
I  (pression,  but  basic  to  much  is  a  profound  love 
i  fnaturc.  C.  S.  Price,  for  example,  actually  lived 
I  i  the  wilds  for  sustained  periods.  Sky,  rain, 
ouds,  sea,  gentle  animals,  the  cycles  and  moods 
f  nature  -  these  are  the  recurring  themes  that 
.'fleet  the  remarkable  natural  beauty  of  the  region. 
]  ,s  artist  Louis  Bunce  once  summed  it  up,  nature 
I  lows  up  the  streets'  in  Portland. 

In  conjunction  with  this,  the  Smithsonian  Insti- 
ltion  Press  has  issued  an  important  catalogue.  It 
probably  the  most  comprehensive  catalogue 
n  the  subject  of  modern  Pacific  Northwest  art 
ver  issued. 

The  volume  contains  an  introduction  by  Dr. 
ishua  C.  Taylor,  Director  of  the  N.C.F.A.,  in 
vhich  he  speculates  on  the  surprising  diversity  in 
'acific  Northwest  art  despite  the  region's  shared 
istory  of  settlement  as  well  as  industrial  and  agri- 
ultural  resources.  This  issue  and  others  arc  taken 
p  in  lengthy  scholarly  essays  by  Rachael  Griffin, 
Curator  of  the  Portland  Art  Museum,  and  Dr. 
Martha  Kingsbury,  a  professor  of  art  at  the  Uni- 
ersity  of  Washington.  Their  essays  present  his- 
orical  perspective  on  the  growth  of  Portland  and 
ieattlc  as  art  centres.  Individual  artists  are  treated 
vithin  that  perspective. 

Rachael  Griffin  attributes  the  emphasis  on 
lature  as  a  subject  for  art  to  a  'persuasive  environ- 
nent'  where  water,  trees,  and  mountains  are 
everywhere.  'One  might  even  hazard  the  risky 
;uess  that  the  recent  wide  recognition  of  the 
mperilled  beauty  of  the  earth,  often  so  passion- 
itely  felt  now,  might  turn  artists  to  an  entirely 
lew,  present-day  perception  of  the  manifold 
:brms  and  effects  of  nature,  so  long  neglected. 
Nowhere  are  these  more  vividly  present  to  the 
;ye  than  in  the  Pacific  Northwest'. 

Dr.  Kinsbury  analyses  Seattle  art  trends  over 
:he  years.  'Art  of  the  last  decade  reminds  one  that 
:he  Seattle  area  includes  the  rhythms  and  energy 
afa  large  port  city  as  well  as  of  melting  snows  and 
rolling  fog.  The  linear  history  of  cultures  as  well 
js  the  cyclic  progressions  of  nature's  tides  and 
seasons  are  easily  available'.  The  volume  has  five 
colour  plates  and  138  black  and  white  illustra- 
tions. In  addition,  there  is  a  checklist  of  works  in 
the  exhibition  and  biographical  sketches  of  each 
of  the  forty-six  artists  represented,  including 
Mark  Tobcy,  Morris  Graves,  and  C.  S.  Price. 


EVERETT  SHINN,  1873-1953 
The  New  Jersey  State  Museum  in  cooperation 
with  the  Delaware  Art  Museum  and  the  Munson- 
Williams-Proctor  Institute  (Utica,  New  York) 
organized  an  exhibition  of  paintings,  water- 
colours,  and  sketches  by  Everett  Shinn,  a  member 
of  the  celebrated  group  of  American  artists 
known  as  'The  Eight'.  Edith  DeShazo,  an  expert 
on  Shinn,  was  the  special  consultant  on  the  organ- 
ization of  the  show. 

Everett  Shinn,  who  was  born  in  Woodstown, 
New  Jersey,  received  his  formal  artistic  education 
at  The  Pennsylvania  Academy  of  Fine  Arts  in 
Philadelphia.  Probably  more  important  to  his 
career,  however,  was  his  informal  training  at  the 
drafting  tables  of  the  Philadelphia  Press  where  he, 
George  Luks,  William  Glackens,  and  John  Sloan 
were  employed  as  artist-reporters.  The  four  later 
moved  to  New  York  City  where  they  joined 
with  Robert  Henri,  Arthur  B.  Davies,  Ernest 
Lawson,  and  Maurice  Prcndcrgast  to  form  'The 
Eight'.  As  a  group,  'The  Eight'  became  the  fore- 
most exponents  of  realism  in  American  art  of  the 
early  20th  century. 

Shinn  possessed  many  talents  besides  painting  - 
he  also  made  his  mark  as  a  newspaperman,  play- 
wright, movie  set  designer  and  an  imaginative 
interior  decorator.  But  it  was  as  an  artist  that  he 
is  best  remembered.  He  revelled  in  the  glamorous 
nightlife  of  New  York  City  which  he  seemed  to 
regard  as  an  oasis  where  fame  and  fortune  beck- 
oned. It  has  been  said  that  nowhere  is  the  world 
that  comes  to  life  at  dusk  better  expressed  than  by 
the  charcoal,  pastels  and  wash  of  artist-reporter 
Shinn. 

In  the  catalogue  to  the  exhibition  Ira  Glackens 
(son  of  William  Glackens)  writes:  'There  is  such 
a  thing  as  being  too  talented,  so  that  one's  talents 
must  be  expended  in  many  different  directions  in 
order  to  keep  them  exercised.  If  so,  this  is  the 
disability  which  Everett  Shinn  suffered  -  too 
much  ability  (a  paradox).  To  look  at  his  early 
pastels  is  to  wonder  how  any  one  so  young  could 
possibly  have  gained  such  sure  technique  so  soon, 


11.  everett  shinn.  The  Docks,  New  York  City, 
pastel,  1901.  Munson-Williams-Proctor  Institute. 

for  these  pastels  were  produced  when  the  artist 
was  in  his  early  thirties  and  even  late  twenties, 
and  arc  among  his  best  work. 

'Among  all  "The  Eight",  Shinn  had  the  easiest 
talent,  and  this  is  perhaps  why  he  is  far  from  being 
the  greatest  of  them.  But  since  we  should  judge 
an  artist  by  his  finest  achievements,  let  us  value 
Everett  Shinn  for  his  wonderful  depictions  of  the 
streets  of  New  York,  the  lights  of  the  city  and  the 
theatre,  the  hansom  cabs  and  swirling  traffic  of  a 
past  he  knew  and  drew  so  well,  and  accord  him 
his  deserved  niche  in  the  history  of  the  rebirth  of 
the  realistic  movement  in  our  art.' 

The  exhibition  on  view  was  comprised  of 
seventy-seven  oils,  pastels,  watercolours  and  draw- 
ings lent  by  thirty-three  private  collectors  and 
public  institutions. 


12.  everett  shinn.  Paris  Cabaret,  pastel,  1917. 
Munson-WHHams-Proctor  Institute. 
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13- Joseph  raffaef.  Mountain  Lion,  1972.  Nancy  Hoffman  Gallery,  New  York  City.       14.  Joseph  raffaef.  Crown,  1969.  Wichita  Art  Museum,  Kansas  \ 


15.  richard  estes.  Diner,  oil  on  canvas,  1971.  Dr.  and  Mrs.  A.  Sandler. 


IIUF.E  REALISTS:  CLOSE,  ESTES, 
ND KAFFAEL 

he  Worcester  Art  Museum  held  an  exhibition 
!  f  works  by  three  leading  American  contempor- 
\  realist  painters.  The  show  was  in  effect  three 
dncurrent  one-man  exhibitions,  sharply  con- 
■asted  but  displaying  a  stylistic  affinity  for  highly 
•cognizable  subject  matter.  It  was  organized  by 
eon  Shulman,  Curator  of  Contemporary  Art, 
I  id  represents  another  in  a  continuing  series  of 
iennial  Museum  shows.  Since  1965  the  Worccs- 
i  sr  Art  Museum  has  presented  major  exhibitions 
icusing  on  a  specific  aspect  of  contemporary  art. 
ast  exhibitions  featured  The  New  American 
lealism  (Pop  Art),  1965;  Light  and  Motion 
(inetic  Art),  1967;  The  Direct  Image  (Minimal 
,rt),  1969;  and  sculpture  by  Marisol,  1971. 
I   Close,  Estes  and  Raffael  are  proponents  of  a 
BW  realism,  not  without  aesthetic  links  to  the 
edition  of  Vcrmcer,  David,  Eakins,  Hopper  and 
f  Varhol.  They  represent  a  re-birth  of  objective 
1  tinting  in  America.  In  an  effort  to  find  a  descrip- 
ve  term,  'photo-realism'  is  often  applied  to  a 
tfge  and  diverse  corps  of  painters  who  work 
roni  photographs.  Close,  Estes  and  Raffael  are 
Bj'or  spokesmen  for  the  current  movement,  but 
ach  has  a  distinctive  style. 

New  York  artist  Chuck  Close  is  represented  by 
Lve  super-sized  portraits,  four  in  black  and  white. 
Jsing  photographs  lighted  in  a  non-theatrical 
nanner,  Close  transfers  the  image  to  a  large 
anvas,  often  9X7  feet.  The  photograph  aids 
"lose  in  selecting  an  area  of  sharp  focus,  such  as 
j  he  eyes  in  the  only  colour  portrait,  Leslie,  and  in 
;  >bserving  topographical  detail.  He  applies  greys 
n  varying  degrees  by  means  of  an  air-brush.  The 
:rev  tones  determine  the  degree  of  soft  focus, 
lairs  or  other  highlights  are  scratched  through  to 
eveal  the  gessoed  canvas  beneath. 

Two  of  the  works  on  view  are  of  the  artist 
limself;  others,  those  of  friends  Keith  and  Kent. 
Close's  work  in  particular  involves  the  viewer  in 
in  immediate  reaction.  One  cannot  help  but  res- 
)ond  to  the  heroically  scaled  portraits. 

Richard  Estes  is  concerned  with  objective  sub- 
ect  matter.  His  precise  urban  landscapes  exempli- 
:y  the  photo-realist  style  pushed  to  a  cool,  objec- 
:ive  extreme.  Fascinated  by  plate  glass  reflections, 
Estes'  scenes  often  deal  with  store  windows,  re- 
jecting two  or  three  simultaneous  happenings  in 
the  same  painting.  Estes  makes  obvious  those 
phenomena  which  are  so  often  overlooked:  mir- 
ror images,  architectural  ornaments,  repeated 
.objects,  such  as  those  in  a  grocery  store  window. 
Figures  are  of  secondary  importance  to  the  physi- 
cal environment. 

Estes  may  or  may  not  be  painting  works  of  vast 
social  commentary  on  the  nature  of  materialism 
in  today's  urban  society,  but  his  works  provide 
unusual,  isolated  moments  in  time. 

More  akin  to  Close  than  to  Estes,  California 
artist  Joseph  Raffael  captures  on  canvas  monu- 
mental portraits  of  animals  and  exotic  people. 
Seal,  New  Guinea  Warrior,  Mountain  Lion,  Gold 
Head  and  many  other  paintings  on  view  are 
closely  cropped,  filling  the  entire  canvas.  The 
effect  is  a  direct  involvement  between  viewer  and 
painting,  leaving  one  bombarded  by  the  visual 
experience.  Crown,  Lady,  and  New  Guinea  War- 
rior provide  colourful  subjects  for  Raffael  to  inter- 
pret; jewels  sparkle  and  colours  play  against  their 
backgrounds.  Of  the  three  artists  Raffael  is  the 
most  concerned  with  the  luminous  interplay  be- 
tween colours. 
Two  recent  works,  Water  Painting  VII  and 


VIII,  are  self-contained  abstract  images.  There  is 
neither  reference  to  sky  or  land,  as  if  one  were 
looking  down  on  to  the  surface  of  shimmering 
water.  This  feeling  of  delving  into  the  image 
seems  a  natural  progression  from  his  previous, 
precisely  detailed  images.  Raffael  is  concerned 
with  the  'decoding'  of  visual  phenomena  from 
verbal  images  to  visual  ones. 

In  closing  the  exhibition  catalogue,  Mr.  Shul- 
man states,  'Chuck  Close,  Richard  Estes  and  Joseph 
Raffiel  are  three  artists  whose  works  portray  re- 
cognizable subject  matter.  The  involvement  of 
the  mind  and  the  hand  is  individual  to  each  of 
them  and  their  visions  are  unique.  Perhaps  what 
they  all  have  in  common  is  the  desire  and  neces- 
sity to  communicate  ideas,  to  provoke  them- 
selves and  to  stimulate  the  viewer  with  forceful 
images  of  commanding  presence.' 


FREDERIC  REMINGTON 
EXHIBITION 

An  important  event  will  occur  this  summer  when 
the  Whitney  Gallery  of  Western  Art  in  Cody, 
Wyoming  presents  one  of  the  finest  exhibitions 
of  the  art  of  Frederic  Remington  ever  assembled. 
This  special  exhibition  is  being  held  in  connection 
with  ceremonies  on  June  14  and  15  honouring 
Dr.  Harold  McCracken  upon  his  retirement  as 


Director  of  the  Buffalo  Uill  Historical  Center  and 
the  Whitney  Gallery  of  Western  Art.  Dr.  Mc- 
Cracken will  assume  the  position  of  Director 
Emeritus  of  the  Historical  Center  following  this 
summer's  season.  He  will  be  succeeded  as  Director 
by  Don  Hedgpeth,  who  has  served  as  Assistant 
Director  since  November  1971. 

Dr.  McCracken,  who  is  a  well-known  author 
and  widely  recognized  authority  on  Western  art, 
will  observe  his  eightieth  birthday  on  August  31. 
The  publication  of  his  thirty-second  book,  and 
his  Fiftieth  Wedding  Anniversary  will  also  high- 
light 1974  for  him. 

His  book,  Frederic  Remington:  Artist  of  the  Old 
West  was  published  in  1947  and  launched  another 
career  for  Dr.  McCracken.  Since  then  he  has 
published  nearly  a  dozen  books  and  many  articles 
on  the  subject  of  Western  art.  The  life  and  work 
of  Frederic  Remington  has  always  held  a  special 
fascination  for  McCracken.  He  is,  today,  inter- 
nationally recognized  as  'the'  authority  on  Rem- 
ington's work.  McCracken  became  the  first  dir- 
ector of  the  Whitney  Gallery  of  Western  Art 
when  it  opened  in  1959.  He  has  always  taken 
particular  pride  in  the  Gallery's  acquisition  of  the 
Frederic  Remington  Studio  Collection. 


16.  Dr.  Harold  McCracken,  Director  of  Buffalo 
Bill  Historical  Center,  Cody,  Wyoming. 
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Gerald  Schurr 


Cologne 

THE  SCHOOL  OF  COLOGNE  1300-1430 
In  the  fourteenth  century  there  was  in  Cologne  a 
surprising  intensification  of  interest  in  painting. 
The  artists  of  1300-1430  whose  work  is  on  view 
until  June  30  at  the  Wallraf-Richartz  Museum 
display  characteristics  considerably  different  from 
the  contemporary  German  schools.  The  Gothic 
spirit  of  the  Middle  Ages,  identified  in  the  precise 
style  of  illuminated  manuscripts,  is  still  clearly  dis- 
cernible. Most  of  the  masters,  usually  anonymous, 
reveal  a  refinement  and  harmony  reminiscent  of 
Flemish  painters:  sumptuous  costumes  and-cnam- 
clled  colours  against  a  background  of  fairy-tale 
architecture.  The  continual  wars  which  ravaged 
the  country  appear  not  to  have  affected  the  seren- 
ity of  the  most  famous  painter  in  Cologne  at  that 
period,  Stcphan  Lochner.  All  his  compositions 
radiate  a  charm  and  tenderness  comparable  to  Fra 
Angclico,  with  a  graceful  blend  of  mysticism  and 
realism.  His  birthplace  was  Constance  but  he  had 
lived  in  Cologne  since  his  youth  where  he  en- 
joyed periods  of  triumph  before  he  died  in  misery. 
Very  little  is  known  about  his  life  except  that  his 
output  of  work  was  large :  the  museum  of  Cologne 
has  no  less  than  twenty-eight  pictures  by  Stcphan 
Lochner  and  his  studio.  They  form  the  nucleus  of 
this  exhibition  and  show  that  the  school  of  Col- 
ogne was  flourishing  on  the  eve  of  the  Renais- 


Thc  Hague 

GERARD  TER  BORCH 

Increasing  knowledge  and  understanding  of  the 
social,  economic  and  artistic  conditions  in  the 
Dutch  Republic  in  the  seventeenth  century, 
changes  in  the  appreciation  of  certain  artists  and, 
above  all,  the  wealth  of  information  contained  in 
the  late  Dr.  S.  J.  Gudlaugsson's  Gerard  Ter  Borch 
(Martinus  Nijhoff,  The  Hague,  1959)  led  to  the 
organization  of  the  first  ever  exhibition  devoted 
exclusively  to  the  works  by  this  Dutch  master  of 
the  genre  painting. 

From  the  three  hundred  now  fully  documented 
paintings  in  many  private  and  public  collections 
all  over  the  western  world,  almost  seventy  were 
selected  (and  most  generously  lent)  for  this  con- 
noisseurs' exhibition  at  the  Mauritshuis.  The 
Hague  (until  end  April,  Minister  May  12-June 
24).  These  paintings  are  representative  of  the 
whole  of  the  master's  oeuvre,  showing  his  devel- 
opment, the  range  of  his  subjects  and  the  con- 
sistently high  quality  of  his  work.  In  addition, 
about  as  many  drawings,  by  Gerard  as  well  as  by 
the  other  members  of  this  gifted  family  of 
draughtsmen,  were  chosen  from  the  unique  fam- 
ily collection,  acquired  almost  a  century  ago  by 
the  Rijksmuseum  Print  Room. 

2.  Gerard  Ter  Bokch.  Young  Woman  in  mourn- 
ing reading  a  letter,  c.  1662.  Aurora  Trust,  New  York. 


1.  Emile  Loubon.  L'Etangde  Bene  a  Saint-Chama, 
Museum  oj  Marseilles. 

Marseilles 

TRIBUTE  TO  EMILE  LOUBON 
Many  regional  painters  who  remained  in  their 
native  province  arc  only  now  receiving  the  be- 
lated recognition  which  is  their  due,  in  contrast 
to  their  Parisian  counterparts  who  were  closer  to 
artistic  circles.  The  initiative  of  the  Palais  Long- 
champ  at  Marseilles  should  therefore  be  wel- 
comed in  organizing,  until  June  23,  a  large  retro- 
spective exhibition  of  the  work  of  Emile  Loubon 
who  was  born  at  Aix-cn-Provence  in  1809  and 
died  in  1863.  In  1836  Loubon  anticipated  Im- 
pressionism by  thirty  years  as  the  one  hundred 
canvases  and  watercolours,  lent  by  eight  museums 
and  fifty  collectors,  prove.  His  work  is  in  line 


with  Granct  and  Constantin  and  for  a  brief  perio^ 
came  under  the  influence  of  his  friends  of  th 
Barbizon  school.  His  sharp,  bold  drawing  anc 
restrained  palette  demonstrate  that  he  was  entire1 
ly  in  sympathy  with  the  Provencal  landscape.  H< 
was  a  great  traveller  and  painted  many  pictures  it 
Italy,  Algeria  and  Egypt  but  his  robust  lyricisn 
was  at  its  best  in  solitude  and  at  its  most  expressivi 
in  forests. 

Paris 

THE  CUBISM  OF  JUAN  GRIS 
At  the  Orangerie  des  Tuileries  until  July  I  there  i 
the  first  official  retrospective  exhibition  devotd; 
to  a  Spaniard  in  Paris  who  played  a  leading  par, 
in  the  history  of  Cubism,  Juan  Gris  (1887-1927)! 
This  collection  of  one  hundred  and  sixty-fiv^ 
paintings,  pastels  and  drawings  puts  to  the  test  . 
sober  and  different  oeuvre,  the  outcome  of  ar 
apparently  contradictory  struggle  between  th< 
search  for  absolute  purity  ot  line  and  the  urge  tt 
express  his  very  keen  sensitivity  in  compositions 
Having  left  Madrid  to  live  in  the  Bateau-Lavoi) 
in  Paris  in  1906,  he  was  immediately  captivatec 
by  Cubism.  He  divided  up  objects,  breaking 
down  volumes  by  using  initially  the  analytica 
form  of  Cubism  and  then  later  by  using  the  syn- 
thetic form.  At  first  he  confined  his  palette  to  cole 
tones  and  gave  concrete  shape  to  the  abstrcc:  b) 
careful  consideration  of  each  facet  of  his  com-, 
position  and  by  emphasizing  the  effects  of  lighl 
and  colour.  From  1920  onwards  his  palette  wasj 
less  severe  and  lighter  and  included  people  whoJ 
treated  as  geometrical  drawings,  did  not  always 
integrate  well  with  the  rest  of  the  picture.  Hi? 
death  brought  to  an  end  the  task  which  he  had 
not  entirely  completed:  to  'humanize'  Cubism 
and  to  soften  its  purely  intellectual  objectives. 


144 


Jndcr  the  title  'Portraits  francais  xixicme  - 
CKiemc  siccles'  the  Galeric  Schmidt  is  showing 
■ixty  unpublished  pictures  which  illustrate  the  diff- 
erent 'movements'  in  paintings  from  Delacroix 
.o  Picasso  including  Corot  and  Courbet,  Manet 
»nd  Renoir,  Matisse,  Vuillard  and  Soutine. 

At  the  Galerie  Tanagra,  138  Saint-Honore  until 
[unc  15,  the  rather  traditional  art  of  the  Belle 
Epoquc  is  demonstrated  by  twenty-five  sculptures 
and  ten  canvases  by  J.  L.  Gcrome  (1824- 1904) 
who  experienced  first  fame,  then  total  neglect, 
but  whose  merits  are  being  rediscovered  today. 

Pierre  Sicard  (aged  74)  is  also  achieving  recog- 
nition as  are  the  1920s  now  as  fashionable  as  the 
art  of  1900  was  a  few  years  ago.  His  work  can  be 
seen  at  Durand  Ruel  (37,  avenue  Friedland  until 
June  30)  which  mounted  his  first  exhibition  in 


3.  J.  L.  Gerome. 

La  Danse.  Gilded  bronze.  Height  52  cm. 


4.  Juan  Gris. 

Guitare  et  Cotnpotier,  1926.  Private  collection. 

1926  of  views  of  Paris  and  New  York,  street 
scenes  and  inns  -  pleasant  pictures  with  a  happy 
atmosphere. 

At  Katia  Granoff,  92  faubourg  Saint-Honore, 
Fabienne  is  exhibiting  until  June  8  his  glowing 
lyrical  landscapes,  fervently  impressionist  and  in- 
spired by  the  exuberant  forests  of  his  adopted 
country,  Venezuela. 

THE  PUBLIC  SALES  IN  PARIS 
In  nearly  all  sectors  of  the  art  market  there  was  a 
further  rise  in  prices  last  season.  Prc-Colonibi.in 
figurines  from  Mexico,  usually  under-valued, 
fetched  between  30,000  and  88,000  francs  at  the 
Palais  Galliera  on  March  29.  In  modern  painting 
there  were  two  international  records:  950,000 
francs  for  a  canvas  signed  in  1964  by  the  Belgian 


5.  Pierre  Sicard. 
Charleston,  dated  1926. 

surrealist  Paul  Delvaux,  137,000  francs  for  a 
Poliakoff  of  1962  a  'Composition'  100  X  81  cm., 
and  1,150  000  francs  for  a  gilded  bronze  by  Bran- 
cusi,  a  polished  head,  clear  in  outline  with  its 
features  barely  suggested,  La  Muse  Endormie. 
Among  old  masters  a  severe  Still  Life  attributed 
to  a  seventeenth-century  Dutchman,  Jean  Soreau, 
fetched  350,000  francs,  a  Crucifixion  39  X  48  cm. 
attributed  to  Altichiero  da  Zevio  fetched  210,000 
francs,  and  a  wash  drawing  by  Prud'hon  L'En- 
livement  de  Psyche  reached  175,000  francs.  Among 
obj'ets  d'art  there  was  a  sharp  increase  in  prices  for 
North  Italian  maiolica  of  the  Renaissance  -  78,000 
francs  were  paid  tor  a  Florentine  albarello,  height 
28  cm.  Finally  a  tapestry  woven  in  Flanders  at  the 
end  of  the  fifteenth  century,  405  X  640  cm., 
reached  450,000  francs. 
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[rwin  I  ntermyer 

%j 

Last  October,  Judge  Irwin  Untermyer,  the 
great  collector,  died  in  New  York  City.  It  is 
^   appropriate  to  remember  this  colourful 
personality  on  the  pages  of  The  Connoisseur  where, 
during  the  past  twenty  years,  so  many  items 
of  his  collection  had  been  discussed. 

When  I  first  met  Mr.  Untermyer,  in  1949,  he  had 
just  retired  from  his  judgeship  at  the  Appellate 
Division  of  the  Supreme  Court  of  the  State  of  New 
York,  to  devote  himself  with  undivided  interest  to  his 
pursuits  as  a  collector  of  the  decorative  arts.  He  would 
pay  daily  visits  to  the  art  dealers  of  57  Street  or  Bond 
Street,  and  to  the  auction  houses  of  New  York  or 
London.  With  a  discriminating  eye,  unbiased  by 
prevailing  tides  of  taste,  he  bought  against  current 
trends.  Thus  he  was  the  first  to  collect  English 
needlework  in  America  and,  during  the  early  war 
years,  he  was  first  in  collecting  Meissen  porcelain. 
In  so  doing,  he  followed  his  own  instincts  and 
connoisscurship,  although  he  was  equally  ready  to 
listen  to  advice,  particularly  during  his  formative 
years  as  a  collector.  From  Frank  Partridge  and  Alex- 
Lewis,  Judge  Untermyer  learned  to  appreciate  the 
finer  points  of  English  furniture  which,  even  in  later 
years  with  failing  eyesight,  he  never  overlooked. 
In  fact,  he  continued  to  acquire  outstanding  examples 
of  English  furniture  to  the  last  months  of  his  life,  even 
at  a  time  when  hardly  a  square  inch  was  available  in 
his  spacious  duplex  apartment  on  Fifth  Avenue. 

During  his  later  years,  Mr.  Untcrmycr's  interest 
became  increasingly  more  attracted  by  the  harmony 
that  exists  between  Tudor  oak  furniture  and  early 
English  silver.  His  passion  for  English  silver  has  been 
kindled  long  ago,  when  the  memorable  sales  of  the 
Morgan  and  Hearst  collections  were  conducted  in 
London  and  New  York.  Thereafter  he  rarely  missed 
an  opportunity  to  add  plate  of  historical  and  artistic- 
significance  as  well  as  for  gracious  everyday  living. 
Among  those  items  he  appreciated  most  were  a  pair  of 
silver-gilt  flagons  dated  1597,  made  for  Sir  Edward 


Coke,  Chief  Justice  of  England  and  a  tripod  stand  with 
kettle  and  lampstand,  made  by  Simon  Pantin  in  1724. 

What  a  delight  it  was  to  visit  the  silver  vaults  of 
auction  houses  with  him;  to  discuss  the  artistic  merit 
of  a  desired  object,  its  current  value,  and  to  speculate 
about  the  competition  at  the  sale.  How  well  I  knew 
that  gleam  that  lit  up  in  Mr.  Untcrmycr's  eye,  in 
anticipation  of  prospective  ownership,  though  clouded 
at  times  by  anxiety  over  the  granting  of  an  export 
licence.  Then,  over  luncheon  with  a  favourite  silver 
expert,  the  conversation  would  drift  from  silver  and 
its  current  market  value  to  Shakespeare  and  Milton, 
triggered  offby  a  quotation  that  suited  the  moment 
and  the  mood.  Mr.  Untermyer  was  possessed  of  an 
astounding  memory  and  artistic  perceptiveness  in  othec 
fields  as  well.  At  such  moments  the  investment  angle 
of  works  of  art,  that  plays  such  an  integral  part  in 
contemporary  life,  would  lose  its  harsh  reality  and  the 
financial  sacrifice,  however  deeply  resented  initially, 
seemed  amply  rewarded  by  the  joys  of  ownership. 

The  Irwin  Untermyer  Collection  has  been  willed 
to  the  Metropolitan  Museum  of  Art.  This  institution 
had  benefited  for  many  years  from  Mr.  Untermyer's 
wise  council  as  a  member  of  the  Board  of  Trustees, 
and  of  the  Acquisitions  Committee.  Since  it  had  always 
been  his  intention  to  bequeath  the  collection  to  the 
Museum,  Mr.  Untermyer  was  careful  not  to 
duplicate  but  to  complement  the  existing  holdings. 
He  most  certainly  succeeded  in  the  case  of  English 
furniture,  of  which  a  remarkable  trestle  table,  a  stool 
from  the  Chatsworth  estate,  and  two  inlaid  oak  dole 
cupboards  arc  among  his  most  recent  acquisitions.  In 
earlier  years,  he  had  acquired  outstanding  examples 
the  famous  Mulliner  and  Percival  Griffith  collections, 
several  clocks  by  Tompion,  Graham  and  Delander 
and,  in  1972,  a  celebrated  long-case  clock  by  Joseph 
Knibb.  Among  the  English  needlework  is  a  set  of  three 
Elizabethan  valences  with  hunting  scenes,  formerly 
owned  by  the  Duke  of  Somerset  and,  as  might  have 
been  expected,  the  original  coverings  of  walnut  and  of 
mahogany  wing  chairs  and  other  seat  furniture  in  the 
collection.  The  English  porcelain  includes  a  splendid 
collection  of  Chelsea  toys,  few  of  which  could  hitherto 
be  seen  in  American  museums,  and  much  Meissen 
porcelain  made  before  1750,  when  that  factory 
experienced  its  most  exuberant  and  creative  period. 
Other  Continental  factories,  including  those  of:  Italy 
and  Spain,  arc  also  well  represented.  Among  the 
Renaissance  bronzes  is  an  equestrian  group  by  Riccio, 
a  Neptune  by  Scvero  da  Ravenna,  and  a  Jupiter  after  a 
model  by  Cellini  which  is,  incidentally,  the  only 
object  previously  owned  by  Judge  Untermyer's 
parents. 

With  deep  gratitude  the  Trustees  have  now 
accepted  this  munificent  gift.  It  will  be  our  pleasant 
task  to  render  this  great  collection  accessible  to  the 
general  public  in  a  forthcoming  exhibition. 

Yvonne  Hackenbroch 
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I .  James  VI  of  Scotland.  £20  Piece,  1575.  Obverse. 
Glendining's.  March  6, 1974.  £21,000.  ($50,400) 


2.  James  VI  of  Scotland.  £20  Piece,  1 575. 
Reverse.  Glendining's.  March  6,  1974. 
£21,000(550,400). 

March  6,  1974  will  go  down  in  British  numis- 
matic history  as  a  gold  letter  day.  On  that  day 
Glendining's,  our  oldest  established  and  most  res- 
pected coin  auctioneers  held  the  first  in  a  new 
scries  of  sales  in  which  they  will  collaborate  with 
Spink's  numismatic  department  in  the  disposal  of 
important  collections  under  the  joint  names  of 
the  two  firms.  The  auctioneers  emphasise  that  this 
is  not  a  monopolistic  exercise  and  that  similar 
sales  will  be  held  in  collaboration  with  other 
major  dealers.  This  first  sale  contained  one  hun- 
dred and  thirty-five  Scottish  gold  coins  and  a 
number  of  other  very  rare  items  and  was  a  cer- 
tainty that  records  would  be  broken.  And  so  they 
were.  Until  that  day  the  top  price  for  a  coin  was 
£13,500  ($32,400)  for  an  Irish  piece  in  1972. 
Among  the  major  rarities  on  sale  was  a  £20  piece 
of  1575  when  James  VI  was  King  of  Scotland  but 
long  before  he  was  James  I  of  England.  In  June 
1972  Spinks  had  paid  £8,000  ($19,200)  for  a 
similar  coin  at  Sotheby's.  The  1575  one  was  Lot 
91,  Lot  92  was  a  £20  piece  of  1576,  not  quite  such 
a  rare  date,  not  quite  in  such  fine  condition.  Lot 
91  made  £21,000  ($50,400),  Lot  92,  £16,000 
($38,400).  So  the  record  went  with  a  bang. 
Nothing  else  succeeded  in  reaching  quite  such  a 
high  price  but  the  total  of  £387,562  ($930,149) 
for  338  lots  had  some  very  high  prices.  £12,000 
($28,800)  was  paid  for  a  half-unicorn  of  James  IV 
of  Scotland  and  a  similar  sum  for  a  very  fine  Ryal 
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3.  James  IV  of  Scotland.  Half-Unicorn.  Obverse 
and  reverse.  Glendining's.  March  6,  1974. 
£12,000  ($28,800). 
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4.  Pot-lid.  New  York  Exhibition  1853. 
Phillips.  March  14,  1974.  £1,000  ($2,400). 


or  three  pound  piece  of  Mary,  Queen  ot  Scots. 
The  well-provenanced  oval  gold  medal  by 
Simon  Passe  of  Charles,  Prince  of  Wales,  1616 
thought  by  both  Spinks  and  Glendining's  to  be 
unique  sold  for  £9,800  ($23,520).  In  view  of  its 
enormously  high  quality  this  seems  low  but 
medals  have  never  seemed  to  attract  the  price 
they  should.  The  superb  gold  medal,  Dominion 
of  the  Seas  by  Nicholas  Briol,  1630  only  fetched 
£4,200  ($10,080).  A  rather  dismal  looking  piece 
of  copper,  a  siege  farthing  from  Youghal  1646, 
said  to  be  the  finest  example  known  and  an 
eloquant  reminder  of  the  Civil  War  made  £1,950 
($4,680).  Two  Carlisle  siege  shillings,  1645  made 
£2,500  ($6,000)  and  £2,600  ($6,240)  respectively. 
Trade  tokens  arc  things  which  I  have  long  felt  are 
much  neglected  and  I  was  delighted  to  see  that  a 
collection  of  three  hundred  and  seventy-eight 
Yorkshire  ones  made  £3,600  ($8,640).  I  have  seen 
some  fine  lots  of  these  whose  owners  have  been 
told  by  auctioneers  that  they  are  not  worth  put- 
ting up.  Let  us  hope  that  it  will  not  be  long  before 
they  arc  lotted  singly.  The  sale  was  a  most  excit- 
ing one  and  has  set  the  whole  coin  trade  buzzing. 
No  doubt  one  result  will  be  the  appearance  of 
some  long  disregarded  Scottish  coins  which  have 
been  tucked  aside  for  centuries  in  the  tills  of 
Auchteradcr  or  Portree. 

Another  recent  record  went  on  March  1 2  when 
Phillips  sold  the  first  £1,000  ($2,400)  pot-lid. 
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S.  6>  popelin.  Terpsichore. 
Pillias,  Paris.  March  28,  1974. 
39.500  francs  (£3, 591,  $8,618). 


This  was  the  superb  and  supposedly  unique  poly- 
chrome lid  with  golds  bands  on  both  lid  and  pot 
made  by  T.J.  &J.  Mayer  of  Dale  Hall,  Longport 
for  the  New  York  Exhibition  of  1853.  This  was 
from  the  Williams- Wood  collection  and  a  colour 
plate  of  it  forms  the  frontispiece  to  his  excellent 
book  on  pot-lids,  (Faber,  £7.50,  $l8)-  Similar 
lids  with  a  printed  oak  leaf  border  are  very  rare 
but  it  seems  that  later  re-issues  by  H  G.  &  D. 
Kirkham  are  considerably  commoner.  For  years  I 
have  been  trying  to  find  some  pot-lid  collector  or 
specialist  who  can  tell  me  why  people  were  pre- 
pared to  pay  the  very  much  higher  price  which 
obviously  they  would  have  to  pay  to  buy  their 
fish-paste  or  what  have  you  in  heavily  ornament- 
ed pots  instead  of  in  black  and  white  transfer 
printed  ones,  and  then  did  not  save  them.  The 
major  rarities  are  the  gold-decorated  ornate 
examples  such  as  this  one  and  the  one  for  Well- 
ington's funeral  which  have  only  survived  in  ones 
and  twos,  whilst  the  Pegwell  Bays  and  the  bears 
and  so  on  exist  in  dozens  and  hundreds.  Why  did 
they  not  put  the  fancy  ones  in  the  comer  cup- 
board? 

Back  in  mid-February  Kunstvcilingen  Mak 
Van  Waay  of  Amsterdam  had  a  four  day  sale  in 
which  the  nineteenth-century  Dutch  painters 
made  their  usually  extravagant  prices.  A  Barend 
Cornclis  Koekkock  of  figures  skating  in  a  winter 
landscape  made  Fl.  200,000  (£31,250,  $75,000),  a 


Willem  Koekkock  townscape  Fl.  170,000 
(£26,562,  $63,749),  a  Cornclis  Springer  of  Am- 
sterdam, Fl.  150,000  (£23,437,  $56,249)  and  a 
Weissenbuch  of  the  Hague  which,  in  the  cata- 
logue at  least,  looked  a  much  nicer  picture, 
Fl.  105,000  (£16,406,  $39,374).  Hosts  of  flowers 
and  castles  and  churches  and  farms  made  between 
Fl.  20,000  (£3,125,  $7,500)  and  Fl.  100,000 
(£15,625,  $37,500)  all  by  names  some  familiar, 
some  less  familiar,  who  are  beginning  to  take  over 
various  London  galleries  in  force.  In  the  middle  of 
all  this,  I  was  both  surprised  and  saddened  to  see 
that  a  charming  free  picture  by  Israels  of  a  mother 
and  her  daughter  sitting  on  a  sunny  terrace  in 
Scheveningen  could  only  raise  Fl.  30,500  (£4,797, 
$10,513).  To  those  of  us  who  were  brought  up  to 
think  of  him  as  a  major  Dutch  and  indeed  Euro- 
pean Impressionist  to  see  this  bring  less  than  a 
poultry  shop  by  Elisabeth  Alida  Kicrs-Haanen  is  a 
salutory  reminder  of  how  false  some  market 
values  arc  in  1974. 

From  Sotheby's  Belgravia  rooms  we  must 
briefly  record  some  extraordinary  prices  for 
cameras,  and  photographs  on  March  8.  The 
photographs  of  a  naked  Marilyn  Monroe  on  a 
calender  pad  for  1954  at  £I2°  (S288)  is  a  real 
mind-boggier  and  so  in  a  quite  different  way  is 
the  £11,500  ($27,600)  paid  for  a  panoramic 
camera  of  the  iSSo's.  Cameras  of  this  period  used 
to  be  distressingly  frequent  sights  at  fetes  and 


8.  armand  point.  La  Sirene. 
Pillias,  Paris.  March  28,  1974. 
36,000  francs  (£3,273,  $7,855)- 

7.  WILIIAM-ADOLPHE  BOUGLEREAU.  L'EtC. 

Pillias,  Paris.  March  28,  1974. 
46,000  francs  (£4, 1 82,  $10,037). 

jumble  sales  and  although  no  doubt  a  large  num- 1 
ber  were  defective  there  must  have  been  some 
real  bargains  bought  for  small  boys  to  break  up  in  1 
fantastic  games.  £1,500  ($3,600)  was  paid  for  a 
Julia  Margaret  Cameron  picture  of  Mrs  Herbert 
Duckworth,  Virginia  Woolf 's  mother.  Someone 
proudly  and  truthfully  told  me  yesterday  how  i 
they  bought  their  copy  for  £2  ($4.80)  just  over  ! 
three  years  ago.  But  the  prices  for  the  books^ 
were  extraordinary.  We  all  know  that  'real'  1 
photographs  are  rare  enough  so  the  three  albums 
of  calotype  and  collodion  prints  c.  1865  at  £3,200 
($7,680)  may  well  have  been  cheap.  But  £2,000 
($4,800)  for  The  Old  Closes  and  Streets  of  Glasgow  1 
with  fifty  photographs  taken  by  Annan  between  1 
186S  and  1 899  but  not  published  until  1900  and  so  1 
just  as  much  a  book  of  old  photographs  as  the 
ones  Batsford  publish  to-day.  Even  the  £1,600 
($3,840)  paid  for  Street  Life  in  London  with  thirty- 
six  photographs  by  J.  Thomson  and  Adolphe 
Smith,  presumably  tipped  in  seems  incredible. 
Blackwell's  Antiquarian  Art  department  has  been 
selling  books  of  this  type  and  period  for  under 
£20  ($48)  and  probably  still  is. 

One  of  the  most  important  sales  so  far  as  the 
history  of  taste  is  concerned  took  place  in  Paris  on 
March  2S  when  Georges  Pillias  sold  a  remarkable  I 
collection  of  one  hundred  and  forty-three  lots 
which  was  given  the  title  Art  in  The  Margin  oj  the 
Great  Movements:  Salons  et  Visionnaires  de  1880  a  , 
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\ndre  m aire.  Elephants. 
lias,  Paris.  March  28,  1974. 
500  francs (£1,  136,  $2,726). 


jo.  The  scholarly,  lyrical,  well-documented  and 
mtifully  illustrated  catalogue,  a  collectors  item 
its  own  right  was  researched  by  Lynne  Thorn- 
1  familiar  to  many  Londoners  as  one  of  the 
meers  of  Art  Deco  at  Sotheby's  and  edited  by 
r  and  Antoine  Alain  Gluck.  The  total  was 
D.ooo  francs  (£90, 000,  $2 16,000)  and  there  were 
ne  startling  prices. 

The  first  startling  price  came  with  Lot  17  when 
:orges  Rochegrosse's  Meditation  sold  for  46,000 
uics  (£4,182,  $10,037).  The  frame,  by  the 
inter  was  really  even  more  more  startling  than 
:  picture  itself  which  was  really  quite  dissimilar 
>m  the  oriental  scenes  with  which  one  associ- 
:shis  name.  Then  a  few  moments  later,  Armand 
>int's  Femme  a  la  Rose  made  40,000  (£3,636, 
',726),  an  etherealised  semi-nude  against  an 
ealised  landscape.  A  charming  Simon  Bussy 
hich  was  in  fact  only  a  fragment  of  a  lost  much 
rger  painting,  illustrated  in  the  catalogue,  sold 
T23,ooo  francs  (£2,091,  $5,018).  A  Bouguereau 
'mph,  L'Ete  sold  for  46,000  (£4,182,  $10,037) 
)  doubt  because  these  rather  stiffworks  are  much 
Jlected  in  the  United  States.  Then  Popelin's 
erpsichorc  a  rather  striking  nude  whose  robe  has 
>ntrived  to  get  caught  at  a  crucial  point  sold  for 
''500  (£3,591,  $8,618).  This  was  followed  by 
le  of  the  most  interesting  ceramic  lots  of  the 
le.  This  was  a  faience  plate  by  Theodore  Deck 
linted  with  a  portrait  by  Raphael  Collin  who 


10.  NICOLAS  KALMAKOFF.  Astarte. 

Pillias,  Paris.  March  28,  1974. 
47,000  francs  (£4,273,  $10,255). 

11.  Plaque  by  Theodore  deck  painted  by 
R.  COLLIN.  Pillias,  Paris.  March  28,  1974. 
15,500  francs  (£1,409,  $3,382). 

did  many  such  plates  in  the  1880's.  This  one  was 
in  the  1968  Art  Nouveau  exhibition  in  Tokyo 
and  was  a  lovely  example.  The  15,500  francs 
(£1,409,  $3,382)  paid  for  it  was  probably  too  low. 
Clairin's  pastel  study  for  La  Grande  Vague  a  very 
charming  and  evocative  sea  spirit  sweeping  in  on 
her  wave  went  for  23,500  (£2,136,  $5,126).  A 
rather  similar  but  much  more  melodramatic  nude 
in  the  waves,  Duval's  La  Nnit  which  a  friend  of 
mine  said  looked  like  a  scene  in  his  local  sauna 
found  much  more  favour  and  shot  up  to  42,000 
francs  (£3,818,  $9,163).  Point  then  came  back 
with  La  Sirene,  a  pastel  study  for  the  painting 
which  is  probably  his  best-known  work.  This 
went  for  36,00c  (£3,273,  $7,855)  but  the  next  lot 
another  dramatic  nude,  von  Stock's  Amazone 
Blessee  got  up  to  42,000  (£3,818,  $9,163).  The 
blood  was  dripping  very  elegantly  from  her 
ample  breast  and  only  pedants  like  me  remarked 
that  Amazons  were  supposed  to  have  had  one 
amputated  already.  Then  we  came  to  the  sculp- 
ture and  the  highest  price  of  the  sale  for  Jean 
Carries's  mask  of  himself  which  hit  the  quite 
astonishing  price  of  86,000  francs  (£7,818, 
$18,763).  This  stone-ware  piece  exhibited  at 
Sevres  in  the  1971  Pottery  from  Rodin  to  Dujy  show 
was  presumably  part  of  an  edition  as  at  least  one 
other  is  known. 

A  section  of  studio  pottery  followed.  As  in 
England  the  studio  potters  of  turn  of  the  century 


are  really  coming  into  their  own  now  and  begin- 
ning to  command  high  prices.  The  26,000  francs 
(£2,364,  $5,674)  for  a  stoneware  head,  La 
Douleur  by  Rodin  and  Edmond  Lachcnal  was  no 
surprise  but  the  26,000  francs (£2,364,  $5,674)  for 
a  plain  and  extremely  beautiful  stoneware  vase  by 
Emile  Decoeur  certainly  was.  The  pot  only  eleven 
centimetres  high  was  decorated  with  a  peach 
blossom  design  of  the  utmost  simplicity  and  it 
was  altogether  a  most  distinguished  piece.  Hart- 
noil  and  Eyre  of  Duke  Street  who  have  shown 
many  pictures  of  this  type  had  an  exhibition  of 
Nicolas  Kalmakoff  in  1970  and  many  people  will 
remember  his  extraordinary  Astarte.  She  sold  for 
47,000  francs  (£4,  273,  $10,255)  now.  At  the  very 
end  of  the  sale  a  sultry  semi-nude  by  Toussaint 
made  14,000  (£1.273,  $3>°55)  and  some  extra- 
ordinarily vast  elephants  by  Maire,  12,500 
(£1,136,  $2,726).  Miss  Thornton  points  out  that 
the  Carries  self-portrait  was  bought  for  700 
francs  (£64,  $154)  in  the  quite  recent  past.  She 
feels,  and  I  make  no  doubt  that  she  is  right,  that, 
not  only  in  France,  but  all  over  Western  Europe 
there  are  works  by  the  artists  she  studied  for  this 
sale,  lying  neglected  and  unwanted.  I  am  sure  that 
during  the  last  week-end  in  March  many  Paris 
dealers  were  considering  ways  and  means  of  dig- 
ging some  out.  Inevitably  these  prices  for  men 
like  Point  and  Popelin  will  have  doubled  within  a 
year.  Guy  Manners 
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Catalogue  of  the 
Constable  Collection 
Victoria  and  Albert  Museum 

Modern  English  Painters 
Wood  to  Hockney 

Prisoner-ot-War  Ship  Models 
1775-1825 

Marine  Painting  in  England 

The  Book  of  Flowers 

Poussin:  The  Holy  Family 
on  the  Steps 


Samuel  King's  Navigator,  shop  sign,  c.  1S10, 
is  just  one  delightful  example  from 
Jean  Lipman  and  Alice  Winchester's 
The  Flowering  of  American  Folk  Art  1776-1876 
(288  pages,  303  illustrations  and  102  colour, 
London:  Thames  and  Hudson,  £6.00). 


Catalogue  of  the 
Constable  Collection 
Victoria  and  Albert  Museum 

By  Graham  Reynolds 

Revised  edition 

264  pages,  411  illustrations 

London:  her  majesty's  stationery  oftice 

£12.00 

After  thirteen  years  there  is  a  second  edition  i 
what  is  generally  recognised  as  the  most  impor 
ant  modem  contribution  to  Constable  studies, 
contains  three  new  entries,  over  two  dozen  ro 
vised  entries,  new  suggestions  for  the  dating  < 
several  works,  and,  where  appropriate,  expanded 
information  in  the  entries,  or  the  notes  to  cau 
gorics  of  works.  Much  recent  literature  has  bed 
taken  into  account.  > 

The  most  noticeable  innovation  is  that  man 
more  scenes  have  been  topographically  identifiet 
particularly  those  about  the  Stour  Valley.  Yi 
these  identifications  are  not  invariably  accurate 
and  some  possible  ones  have  not  been  made.  Fr 
example,  there  are  three  new  entries  under  N< 
16,  comprising  three-quarters  of  the  watercolou* 
produced  as  a  wedding-present  for  Lucy  Hurloc 
in  1800.  For  No.  i6a,  we  read  that  Langhai 
Church  is  reached  via  Dedham  Gun  Hill,  where: 
this  road  leads  to  Colchester,  and  it  is  necessar 
to  turn  right  at  the  top  of  the  hill  to  get  to  thj 
Church.  The  view  shown  by  No.  63  is  to  thj 
east,  not  the  south,  and  the  scene  on  page  33  d 
No.  121  (the  1 81 3  sketchbook)  is  now  .  .  .  prob 
ably  Dedham  Vale  taken  from  a  viewpoir 
nearer  the  three  poplar  trees  in  Sir  Richard  Probv 
oil  painting  'Dedham  Vale',  which  deserves  com 
ment  because  the  scene  is  Dedham  Vale,  Dedhai 
Church  Tower  is  shown,  and  because  the  view 
point  is  surely  higher  in  the  valley,  not  lower,  3 
the  note  implies.  There  are  similar  inconsistence 
in  the  entries  for  No.  132  (the  18 14  sketchbook 
In  the  notes  on  the  sketchbook  itself,  it  is  state' 
that  the  drawings  on  pages  27  and  59  contribute 
to  the  1822  View  on  the  Stour  near  Dedham.  This  1 
so,  but  why  then  identify  each  sketch  only  a 
'probably'  a  view  on  the  Stour  in  its  entry?  Thes 
are  inaccuracies,  but  there  are  also  two  categoric 
of  identification  that  have  not  been  made;  thos 
possible  through  a  comparison  with  knowi 
scenes  already  in  the  Museum's  Collection,  an* 
those  possible  from  a  knowledge  of  the  landsrap 
itself. 

Page  38  in  the  1 8 14  sketchbook  is  newl] 
specified  as  the  view  from  Golding  Constable' 
house  towards  East  Bergholt  Heath.  The  sam 
scene  is  on  one  half  of  page  48  in  the  1 8 1 3  sketch, 
book,  but  this  is  unrecognised.  The  same  criti 
cism  also  applies  to  page  7  of  the  1814  Sketch 
book,  which  shows  Tattingstone  Church,  bu 
which  is  not  noted,  although  other  drawings  o, 
the  site  are  available.  It  is  also  possible  that  pag 
47  in  this  sketchbook  portrays  the  same  mill  a 
No.  38  in  the  Catalogue.  Those  scenes  that  can  b 
recognised  through  a  knowledge  ot  the  landscap 
are  confined  to  these  sketchbooks.  In  the  181. 
sketchbook  the  drawing  on  top  ot  page  46  is  tin 
view  towards  Stoke  by  Nayland  from  East  Berg 
holt,  and  page  50  probably  shows  Dedham  tron 
the  Colchester  Road.  In  the  18 14  sketchbook 
Willie  Lott's  Cottage  seen  from  downstream  (th< 
sketch  for  The  White  Horse)  is  on  page  66,  and 
page  70  is  the  same  cottage  from  another  view 
point.  On  page  79  Stoke  by  Nayland  (which  1 
recognised)  was  drawn  from  a  point  betweei 


L|  oxtcd  and  Great  Horkcslcy  (which  is  not).  This 
I  iovvs,  incidentally,  that  when  Constable  visited 
I  s  Aunt  on  the  23  October  1814,  he  took  an  hi- 
ll trect  course  via  the  Essex  Hills.  The  above  sug- 
['  :sted  identifications  are  outnumbered  by  the 
I  j  any  new  ones  in  the  Catalogue.  Because  they 
' I!  -e  the  most  prominent  innovation,  a  map  of 
H  le  'Constable  Country'  might  have  helped  those 
I,  ofamiliar  with  the  area. 

I  Comment  is  also  called  for  by  the  revised  dat- 
i  ig  of  several  works.  No.  402,  an  oil-sketch  of 
I  le  Admiral's  House  at  Hampstead  is  correctly 
!|  atcd  1 820- 1,  rather  than  1830-6,  but  has  rc- 
lincd  its  place  among  the  late  works  in  the 
,  Catalogue,   which  is  confusing.   In   view  of 
Christopher  Wright's  recognising  that  No.  62  is  a 
',  jpy  of  the  lower  portion  of  one  of  Girtin's 
I  .-presentations  of  Guisborough  Priory,  the  re- 
aring of  the  said  drawing  to  1792-3  ?  is  incorrect, 
j  Jthough  the  painting  copied  cannot  be  specified, 
ir  George  Beaumont  owned  an  oil-painting  of 
I  lis  subject  by  Girtin;  and  the  drawing  is  more 
!  igically  dated  1800-3,  a  period  when  Constable 
/as  copying  much  which  is  nearer  the  date  it  was 
iven  in  the  first  edition  of  the  Catalogue, 
besides  this,  there  are  other,  more  complicated 
roblems  of  individual  dating,  which  must  be 
einarked  upon, 
j   Even  though  the  exhibition  of  No.  352,  The 
1  Cottage  in  a  Cornfield  in  1833  is  proven,  it  is  hard 
1  o  believe  it  was  painted  then.  It  is  in  the  style 
ised  by  Constable  in  the  1810s,  and  it  is  easier  to 
egard  this  as  an  earlier  picture  touched  up  for 
xhibition,  which  is  tentatively  suggested,  al- 
hough  it  accords  more  with  the  attitude  towards 
;  itour  subjects  expressed  in  Constable's  contem- 
j  lorary  correspondence.  The  catalogue  notes  that 
j  here  is  a  pencil  drawing  of  the  subject  c.  1815, 
md  that  it  is  possible  that  a  reference  in  a  letter  to 
in  oil-sketch  of  a  donkey  might  be  related  to  the 
imposition.  There  is  an  oil-sketch  (No.  287) 
which  shows  the  beast  that  appears  both  in  Ded- 
tani  Vale,  Morning  of  181 1,  and  The  Cornfield,  of 
;826.  The  letter  cited  was  sent  to  Maria  Bicknell  in 
December  1 8 1 5,  and  cannot  refer  to  either  of  these 
paintings.  The  Cottage  in  a  Cornfield  certainly  shows 
1  different  donkey  to  No.  287,  which  if  it  is  the  one 
nentioned  in  the  letter,  provides  circumstantial 
:vidcnce  for  re-dating  The  Cottage  in  a  Cornfield 
:.  1816,  which  would  accord  more  with  the 
painting's  appearance.  The  dating  of  the  oil- 
sketch,  No.  287,  1826,  is  also  questionable.  The 
grounds  for  it  are  that  it  was  used  in  painting  the 
donkey  and  foal  in  The  Cornfield,  yet  it  is  more 
likely  that  Constable  made  one  sketch,  before 
1811,  and  used  it  for  both  paintings.  The  rejection 
of  this  hypothesis  on  the  grounds  of  there  being 
no  foal  in  Dedhain  Vale,  Morning,  is  unconvinc- 
ing in  the  light  of  the  arbitrary  use  of  sketches,  or 
parts  of  sketches,  in  the  preparation  of  easel 
pictures. 

This  raises  the  further  problems  of  the  relation- 
ship of  sketches  to  finished  paintings,  and  the 
dating  of  undated  oil-sketches.  In  the  catalogue, 
any  sketch  similar  to  a  painting,  tends  to  be 
assigned  a  preparatory  role.  Drawings  of  plough- 
men in  the  18 13  sketchbook  are  often  inter- 
preted as  intended  for  The  Summerland  of  18 14, 
despite  their  appearance  at  a  time  when  Con- 
stable was  deeply  interested  in  husbandry.  The 
same  complaint  is  aroused  by  the  connection  of 
drawings  of  workmen  or  tumbrels  in  the  18 14 
sketchbook  with  the  painting  of  Dedham  from 
East  Bergholt  of  the  same  year.  Some  of  the  draw- 
ings certainly  do  have  a  compositional  function, 


but  workmen  and  tumbrels  were  a  common 
sight,  and  despite  Constable's  comment  that  he 
had  often  thought  of  pictures  of  his  'native 
scenes'  before  he  ever  touched  a  pencil,  it  seems 
likely  that  his  painting  involved  the  retrospective 
use  of  material  found  among  his  sketches,  rather 
than  being  the  result  ol  premeditation. 

This  discussion  can  also  be  usefully  applied  to 
the  study  of  preparatory  material  for  The  I  'alley 
Farm  of  1835.  Two  oil-sketches  tor  the  subject, 
Nos.  373  and  374,  arc  assigned  to  the  same  year, 
but  Constable  did  very  little  oil-sketching  in 
Suffolk  after  1818,  and  their  style  accords  ill  with 
the  'expressionism'  of  that  period.  The  genesis  of 
the  painting  is  traced  through  a  drawing  on  paper 
watermarked  1807,  a  further  oil  sketch,  and 
versions  of  the  composition  on  pages  3 1  and  70  of 
the  1813  sketchbook.  It  has  been  suggested  that  at 
least  one  of  the  oil-sketches  should  replace  the 
sketchbook  drawings  in  this  chronology,  and  this 
thesis  is  helped  by  the  observation  that  one  of  the 
said  drawings  is  bounded  by  two  ruled  lines,  and 
the  other  by  a  freehand  quadrilateral,  and  both 
are  in  a  linear  style  exceptional  in  the  sketchbook. 
It  seems  likely  that  in  1835  Constable  took  an 
oil-sketch  of  the  1810s,  and  made  compositional 
designs  from  it  on  the  pages  of  an  old  sketchbook. 
This  does  not  preclude  one  of  these  oil-sketches 
being  a  studio  replica  of  an  earlier  one,  which 
phenomenon  is  observable  in  the  group  of  oil- 
sketches  of  Stour  subjects  numbered  329,  329a, 
330,  and  332.  These  are  dated  1830,  because  of 
their  connection  with  mezzotints  published  at 
that  date.  A  similar  argument  could  be  used  to 
date  No.  330,  a  view  of  Stoke  by  Nayland, 
1835-6,  when  Constable  painting  the  canvas  now 
in  Chicago,  particularly  as  No.  331,  a  sepia 
drawing  of  the  same  subject,  is  a  more  obvious 
prototype  tor  a  mezzotint.  Several  versions  of  the 
oil-sketch,  all  depicting  a  woman  in  the  right 
foreground,  exist,  which  indicates  that  they  were 
copied  from  an  original.  Yet,  which  is  the  origin- 
al? There  is  no  reason  why  it  should  not  be  No. 
330,  in  which  case  it  could  be  dated  1813-14 
when  Constable  sketched  prolifically  in  the 
neighbourhood  of  that  village.  The  problem  is 
the  same  with  No.  332,  Summer  Morning: 
Dedham  from  Langham.  We  read  of  a  version  of 
the  sketch  in  the  Tate  Gallery,  dated  the  24 
August,  implying  its  painting  on  the  spot,  and  of 
a  further  version  of  the  13  July  18 12  in  the 
Ashmolean  Museum.  But  to  complicate  matters 
further,  Shirley  reproduces  an  oil-sketch  identical 
with  the  published  mezzotint,  and  possibly  a 
forgery  from  it.*  It  is  hard  to  say  where  No.  332 
fits  in.  There  are  no  stylistic  arguments  for  dating 
it  so  late,  and  the  repetition  of  a  subject  is  as  well 
explained  by  Constable's  predilection  for  certain 
views,  as  by  its  having  been  painted  for  a  mezzo- 
tint. Yet  making  sketches  from  sketches  is  an 
interesting  aspect  of  Constable's  practice,  and 
understanding  of  which  is  integral  to  a  definition 
of  his  late  style  and  attitudes  to  landscape. 

This  might  have  been  profitably  explored  in 
the  introductory  essay  on  the  characteristics  and 
development  of  Constable's  Art.  This  presents 
too  simplified  an  assessment  of  the  situation.  We 
read  that  after  1810  Constable  'learned  to  limit 
his  subject-matter  to  his  native  countryside' 
when  he  made  a  conscious  decision  to  use  the 
Stour  Valley  for  his  subject  matter.  His  'natural- 
ism', often  taken  as  an  absolute,  is  a  subsidiary 
quality  that  develops  and  changes.  It  is  curious 
that  this  part  of  the  Catalogue  has  not  been 
revised,  particularly  as  the  Correspondence,  the 


author's  own  Constable  the  Natural  Painter  and  the 
brilliant  essay  by  Shields  and  Parris  have  all  been 
published  since  1960.  A  far  more  complicated 
image  of  Constable  than  that  given  here  (which 
is  essentially  Leslie's  model)  has  emerged. 

This  is  the  only  real  lapse  in  a  Catalogue  that 
retains  its  very  obvious  qualities.  The  entries  are 
of  an  exacting  scholarship,  the  achievement  of 
imposing  order  on  the  chaos  of  the  Constable 
collection  is  tremendous,  and  although  the  Cata- 
logue might  be  criticised  in  detail,  it  remains  the 
most  reliable  introduction  to  the  work  of  the 
artist. 

*  John  Constable  R.A.,  by  the  Hon.  Andrew 
Shirley.  London  1958.  Plate  54a. 

M.  ROSENTHAL 


Modern  English  Painters 
Wood  to  Hockney 

By  John  Rothenstein 
262  pages,  34  illustrations 
London:  macdonald 
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Whilst  reading  this  latest  volume  of  Modern 
English  Painters  I  found  myself  continually  re- 
calling Dylan  Thomas'  line  'a  hit  poet  with  a  slim 
volume'.  Not  that  Sir  John  is  either  fat,  or,  as  far 
as  I  know,  a  poet,  but  rather  that  this  is  a  tubby 
volume  of  slim  essays.  Later  in  his  American  saga 
Thomas  records  the  devastating  cutting  power  of 
his  new  dynamic  razor;  Rothenstein,  alas,  uses 
nothing  sharper  than  a  rather  blunt  palette-knife 
to  heighten  the  qualities  or  point  the  weaknesses 
of  his  subjects.  Of  course  most  of  the  painters 
whose  careers  make  up  this  volume  are,  or  were, 
his  friends  and  he  treats  them  gently,  though  he 
docs  not  allow  friendship  to  push  him  into  a 
position  of  making  exaggerated  claims:  he  chides 
Sutherland  tor  having  painted  a  number  of  por- 
traits lacking  both  anatomical  structure  and  pur- 
pose, whilst  the  more  ephemeral  decorative  art  of 
Piper  is  highlighted  by  the  inclusion  of  such 
seemingly  irrelevant  details  as  the  fact  that 
Mytanwy  Piper  had  'even  danced  with  Mon- 
drian'.  Sir  John  quotes  from  the  Report  published 
by  the  Trustees  of  the  Tate  the  year  he  retired 
which  refers  to  his  sponsorship  of  'less  popular 
kinds  of  painting  .  .  .  good  examples  [were  ac- 
quired] of  the  work  of  such  men  as  Burra, 
Houthucscn,  Cecil  Collins  and  Roy  dc  Maistre'. 
The  Trustees,  he  feels,  regarded  his  admiration 
for  these  artists  as  a  personal  idiosyncracy.  It  was, 
but  none  the  worse  for  that.  It  is  this  idiosyncracy 
which  justifies  the  present  volume. 

When  the  series  was  conceived  books  on  con- 
temporary or  near  contemporary  artists  were 
thin  on  the  ground,  and  many  exhibition  cata- 
logues were  little  more  than  hand-lists,  so 
'Sickert  to  Smith'  and  'Lewis  to  Moore'  — 
Volumes  I  and  II  of  Modern  English  Painters  - 
were  (and  still  arc)  invaluable  reference  works. 
Volume  III  'Wood  to  Hockney'  is  essentially  less 
important  because  most  of  the  painters  are 
already  the  subjects  of  individual  monographs  or 
have  been  honoured  in  recent  years  by  full-scale 
retrospectives  at  the  Tate,  Hayward  or  White- 
chapel  with  the  heavy  scholarly  and  detailed 
catalogues  that  are  nowadays  de  rigueur.  Neverthe- 
less, because  of  the  idiosyncracies  about  which 
Sir  John  is  so  deprecating  and  because  all  the 
painters  apart  from  Christopher  Wood  were 
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either  friends  or  acquaintances,  the  present 
volume  has  a  value  as  a  personal  record.  As  with 
John  Bergcr  and  Ernst  Fischer  I  am  disconcerted 
by  the  Communist  polemic,  so  I  am  in  these 
essavs  by  Sir  John's  recurring  references  to 
Roman  Catholicism.  Cecil  Collins  is  a  mystic, 
whilst  Sutherland,  Piper  and  Ceri  Richards  have 
executed  commissions,  most  notably  for  Coven- 
try and  Chichester  Cathedrals,  but  none  of  them 
would  claim  to  be  religious  painters;  besides 
which  many  of  the  greatest  religious  images  have 
been  created  by  agnostics,  so  the  beliefs  of  the 
painters,  however  important  to  them,  is  not  a 
fact  which  one  continually  needs  to  be  told  in 
relation  to  their  work. 

We  all  owe  a  considerable  debt  of  gratitude  to 
Sir  John  for  his  achievements  at  the  Tate  and  his 
unflagging  devotion  to  the  cause  of  British 
painting,  both  at  home  and  abroad,  and  those 
who  have  enjoyed  his  earlier  writings  will  be 
pleased  to  add  the  present  volume  to  their 
shelves.  peyton  skipwith 
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Marine  Painting  in  England 

1 700-1900 

By  David  Cordingley 
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Long  known  to  collectors,  the  so-called  Prisoncr- 
of-War  ship  models  have  had  to  wait  one  hundred 
and  fifty  years  for  a  worthy  history  of  the  manner 
and  method  of  their  original  making.  The  stories 
about  them  abound:  that  they  were  made 
from  meat  bones  saved  from  the  prisoners  meals, 
that  human  hair  was  used  to  rig  them,  that  their 
metalwork  was  made  from  sailors'  gold  earrings. 
Although  the  majority  and  the  best  known  were 
made  of  bone  in  a  variety  of  sizes,  some,  perhaps 
the  finest,  were  constructed  in  wood,  occasionally 
in  miniature  yet  still  wonderfully  detailed.  How 
came  these  often  splendid  models  to  be  made? 
Were  they  commissioned,  and  if  so,  by  whom? 
What  manner  of  craftsman  made  them  and  how 
accurate  were  the  results? 

Mr.  Frecston  is  a  practising  model-maker  of 
long  experience  and  so  is  exceptionally  well 
qualified  to  write  this  history,  with  that  meti- 
culous attention  to  detail  possessed  by  all  good 
craftsmen.  As  well  as  gathering  together  the 
stories  and  seeking  out  the  contemporary  refer- 
ences to  the  French  prisoners  to  whom  the 
majority  of  these  models  are  attributed,  he  has 
also  examined  in  considerable  detail  many  actual 
examples  of  their  work.  And  so  at  last  and  for  the 
first  time  we  are  able  to  understand  something  of 
the  true  conditions  that  gave  rise  to  the  models, 
the  various  systems  -  co-operative  or  individual  - 
used  in  making  them,  and  the  types  of  men  of 
many  social  classes  responsible  for  their  construc- 
tion. We  can  learn  something  too  of  the  market- 
ing methods  then  used  to  sell  these  models  which, 


as  the  author  points  out,  were  not  restricted 
solely  to  ships  or  straw  marquetry  boxes.  It  is  not 
given  to  many  to  pursue  a  truly  original  line  of 
research,  nor  with  such  success  and  in  such  a 
manner  that  will  be  difficult  to  surpass.  For  any- 
one interested  in  the  history  of  the  sea  and  ships, 
Mr.  Frccston's  book  is  an  essential  companion.  It 
is  sad  therefore  that  such  an  important  book, 
packed  with  detailed  information  and  excellently 
illustrated,  yet  has  no  index,  nor  even  the  briefest 
list  of  contents  to  help  trace  a  reference. 

For  Mr.  Cordingley  the  task  has  been  different. 
English  marine  art  has  had  its  chroniclers  and  has 
been  the  subject  ot  serious  detailed  study  for  half 
a  century  and  more.  His  book  therefore  is  more  of 
an  introduction  for  a  new  generation  to  the  many- 
varieties  of  our  native  marine  painting.  This  is 
widely  defined  here  so  as  to  include  those  artists 
inspired  by  the  sea  and  ships,  as  well  as  those  for 
whom  they  were  the  prime  subject  and  whose 
pictures  therefore  contained  a  strong  element  of 
accurate  documentation,  even  illustration.  With 
colour  more  easily  available  nowadays,  Mr. 
Cordingley  shows  in  detail  the  various  subtleties 
so  important  to  the  distinguishing  of  one  master 
from  another.  He  gives  interesting  biographical 
details  about  his  selected  painters  and  is  able  to 
bring  an  art  historian's  eye  to  those  points  of 
technique  and  design,  influences  and  parallels, 
that  can  be  so  easily  overlooked  by  those  for 
whom  the  vessels  shown  are  the  prime  concern. 
Finally,  he  throws  light  on  several  artists  whose 
work  has  only  become  known  in  relatively  recent 
times.  For  every  reason  therefore,  this  is  a  book 
that  deserves  a  very  strong  welcome  indeed. 

Mr.  Cordingley  draws  attention  to  the  consid- 
erable use  of  models  made  by  marine  painters,  to 
help  overcome  the  complicated  problems  of  plane 
and  perspective  presented  by  sailing  vessels.  In 
this  his  book  complements  Mr.  Frecston's.  One 
day  perhaps  we  may  have  a  book  on  marine  art 
that  combines  the  scholarly  and  aesthetic  views 
with  the  practical  and  historical.  Now  that 
would  be  a  book! 

DAVID  COOMBS 
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The  author,  a  former  student  at  the  Sladc  School 
of  Art,  and  an  authority  on  the  history  of  plants 
and  gardens,  has  put  in  a  great  deal  of  research  in 
describing  the  development  ot  garden  and  botani- 
cal books,  published  from  the  fifteenth  to  the 
middle  of  the  nineteenth  centuries. 

She  starts  by  going  through  the  beginning  of 
floral  wood-cut  illustrations  in  the  herbals,  which 
were  intended  mainly  to  provide  medical 
remedies  and  for  the  purpose  of  identifying 
plants.  The  earliest  herbal  w^as  Hcrbarius  zu 
Tentsch  (1485),  the  author  being  a  traveller  and 
plant  collector.  The  herbals  led  up  to  medical 
books,  books  on  botany,  and  to  some  extent  to 
the  florilegiums.  These  last  had  usually  little  or  no 
text,  the  names  of  the  flowers  being  engraved  on 
the  plates. 

As  printing  gradually  improved,  with  advances 
in  wood-  and  copper-engraving,  in  addition  to 
books  on  botany,  works  were  published  to  help 


designers  of  ceramics  and  textiles.  Colour  plate' 
appeared  in  the  mid-eighteenth  century,  col  I 
oured  by  hand  right  up  to  1948,  in  the  case  ci 
Curtis's  Botanical  Magazine. 

The  author  has  brought  together,  in  thci 
original  format,  a  remarkable  collection  of  beau! 
titul  plants  of  all  kinds,  which  include  illustration 
by  the  best  draughtsmen  of  their  time,  such  a 
George  Ehret  (1708- 1770),  whose  Torch-Thistl 
is  illustrated  on  Plate  30;  James  Sowerby  (1757 
1822),  auth  >r  of  the  well-known  book  oi 
English  Botany  and  who  illustrated  some  of  th 
early  plates  of  Curtis's  Botanical  Magazine;  Pierr 
Redoute  (1759-1840),  author  of  Les  Roses  (1817 
1824),  Les  Liliacees  (1802-1808),  and  not  to  omi 
the  adorable  Daisy  (Plate  71),  taken  from  th 
philosopher  Jean-Jacques  Rousseau's  La  Botaniqir 
(1805  ed.). 

The  choice  of  subjects  has  been  particular!' 
happy,  with  such  pla'nts  as  Clematis  Macropetal 
(Plate  104),  a  native  of  the  mountains  near  Pek 
ing;  a  magnificent  engraving  of  the  Caroling 
Thistle  (Plate  80),  taken  from  the  Flora  Pede 
montana  by  C.  Allioni  (1785);  and  the  xerophiti< 
Hoodia  Gordonii  (Plate  61),  related  to  Stapelia 

She  has  drawn  on  rare  books,  and  on  individua 
drawings  of  plants  intended  tor  publication,  h 
the  case  of  Ferdinand  Bauer's  IV.ustrationes  Floral 
Novae  Hollandiac  (18 13),  i:  is  related  how  Baue' 
returned  from  a  botanical  exploration  party  ttf 
Australia  with  1,600  unfinished  plant  drawing; 
and  473  of  animals;  yet  out  of  this  material,  onl^ 
fifteen  plates  were  published,  tew  copies  were  sold' 
and  the  venture  was  abandoned  (see  Plate  74) 
One  might  well  ask  what  has  been  the  fate  of  the' 
rest  of  the  collection  of  drawings. 

A  specimen  of  the  work  of  the  so-called  'dew- 
drop'  flower  painters  -  generally  of  the  Dutcf 
school  -  can  be  well  exemplified  in  the  hand- 
finished  stipple  engraving  of  the  Lilac  on  Plate  66 

Plate  24  is  an  illustration  of  The  Natural  History 
of  Carolina  (1730-1748),  by  Mark  Catesby.  Hi 
visited  relations  in  Virginia  from  J712  to  1719' 
and  went  on  to  study  American  natural  history  o^ 
Carolina,  Georgia,  Florida  and  the  Bahamas  tron 
i722-i726.Catesby'slast23  years  were  spent  prod- 
ucing a  three-volume  account  ot  his  findings,  illus- 
trating and  engraving  the  work  himself  and  hi' 
drawings  are  in  the  Royal  Library  at  Windsor  anc 
some  of  his  sketch-books  at  the  British  Museum 

George  Ehret,  probably  the  best  flowei 
draughtsman  of  his  period,  when  at  Haarlem.: 
soon  after  visiting  England  in  1735,  met  Linnaeus, 
who  commissioned  him  to  prepare  drawings  foij 
his  Hortus  Cliffordianns  (1737),  (see  his  Plate  6.s)i 
His  drawings  are  at  the  Victoria  and  Alberi 
Museum  and  some  of  his  sketch-books  at  the 
British  Museum. 

It  is  interesting  to  learn  that  the  Tulip  Tree,  so! 
popular  as  a  specimen  tree  in  Georgian  days,  wast 
brought  to  England  between  1637  and  1656,  asj 
Populus  alba  Virginiana  Tradescantii.  Some  ofl 
the  eighteenth-century  veterans  still  exist,  the  one] 
at  Corsham,  a  superb  tree  90  feet  high,  planted  by 
'Capability'  Brown  in  1760,  split  into  pieces  six] 
years  ago  and  has  since  been  replaced  by  a  pair  oi< 
robust  and  stately  young  trees. 

This  book  is  bound  to  please  all  gardcn-loverst 
and  those  who  want  to  know  more  about  the 
great  flower  draughtsmen  of  the  last  three 
hundred  years.  Those  who  have  a  passion  fori 
Redoute's  work  will  find  several  of  his  master-, 
pieces  illustrated  in  this  book,  to  delight  them.l 
The  late  lord  methuen 


152 


oussin:  The  Holy  Family 
u  the  Steps 

/Howard  TUbbard 
rt  in  Context  scries 
7  pages,  56  illustrations 
id  1  colour  plate 
mdon :  allen  i  ane 


I  cofessor  Hibbard  has  produced  an  imaginative 
I  ;t  'classical'  addition  to  the  Art  in  Context 
I  rics  which  would  doubtless  have  pleased  Pous- 
!  n.  The  contexts  he  chooses  to  consider  include 
;  ic  biographical,  the  stylistic,  the  iconographical, 
I  ie  religious  and  the  psychoanalytical,  and  des- 
1  ite  his  avowed  indebtedness  to  Anthony  Blunt's 
;  lonograph.  he  comes  up  with  a  number  of  novel 
isights  and  speculations.  Not  least  among  these 
,  re  those  contained  in  his  concluding  chapter, 
I  >cala  Coclcstis',  where  -  with  the  aid  of  an 
pocryphal  St.  Augustine  text,  and  an  interesting 
xcursus  on  the  variety  of  traditional  associations 
'  etween  the  Virgin  and  steps  -  he  plausibly 
icmonstrates  the  way  in  which  what  in  all 
robability  began  as  a  compositional  expedient 
rystallizcd,  more  or  less  unconsciously,  into  a 
triking  and  complexly  charged  symbol.  Likc- 
;  vise,  on  the  question  of  Poussin's  sources  -  and 
:  'rofessor  Hibbard  to  my  mind  correctly  refers  to 
'oussin's  'continual  mixture  of  manners'  as  'an 
•elect  ic  process'  (p.  33)  -  he  discerns  a  number  ot 
litherto  unrecognised  debts  and  allusions.  Thus 
he  broad-based  triangle  of  Poussin's  composition 
J  s  traced  back  to  Palma  Vecchio  and  Titian,  the 
igurc  of  St.  Elizabeth  to  Michelangelo's  Persian 
j  Sibyl,  and  the  figure  of  St.  John  to  a  putto  done  by 
I  1  friend  of  Poussin's  early  Roman  years,  the 
Flemish  sculptor  Francois  Duqucsnoy. 

My  only  real  criticism  is  that  there  is  no 
genuinely  sustained  attempt  to  analyse  Poussin's 
relationship  with  the  Baroque.  This  might  seem  a 
peripheral  consideration  for  so  obviously  classical 
1  an  artist,  but  given  the  brief  of  the  series,  as  well 
as  the  particular  cast  of  Poussin's  mind,  I  think  it 
deserves  more  attention.  If  he  was  a  stylistic 
'eclectic'  then  he  was  concerned  with  synthesiz- 
ing a  variety  of  stylistic  elements,  and,  as  Pro- 
fessor Hibbard  has  shown,  certain  of  these 
elements  were  distinctively  Baroque.  There  is, 
for  example,  not  only  the  inspiration  provided  by 
Duqucsnoy 's  putto,  but  the  painting's  Caravag- 
gesque  chiaroscuro  and  its  'scenographic'  archi- 
i  tecture  (p.  65).  (Indeed  the  debt  to  Caravaggio  is 
L  possibly  more  direct  than  Professor  Hibbard 
,  assumes  for  the  character  and  illusionistic  function 
of  the  basket  of  apples  on  the  foreground  ledge 
are  very  similar  to  those  of  the  basket  of  fruit  in 
the  National  Gallery  Supper  at  Emmaus,  which 
was  in  the  Borghese  Collection  throughout  the 
seventeenth  century,  and  would  certainly  have 
been  known  to  Poussin.)  Perhaps  Poussin  was 
seriously  concerned  with  incorporating  these 
Baroque  elements  of  movement,  light  and  depth 
into  a  classical  framework.  He  was,  after  all, 
fascinated  by  the  interplay  between  surface  and 
structure  in  a  painting,  and  Hibbard  follows 
Friedlaendcr  in  seeing  this  preoccupation  as  one 
of  the  reasons  why  he  turned  for  the  composition 
of  The  Holy  Family  011  tlie  Steps  to  the  central 
section  of  the  classical  fresco  known  as  the 
Aldobrandiiii  Wedding  (p.  49).  Much  seventeenth- 
century  art  was,  in  some  degree,  concerned  with 
reconciling  naturalism  and  stylization,  and  a 
consideration  of  Poussin's  painting  in  the  context 


oi  this  wider  phenomenon  might  prove  very 
interesting.  This  is  especially  so  as  it  seems  highly 
probable  that  Poussin  approached  his  art  with  a 
strong  awareness  of  its  ability  to  mediate  oppo- 
sitcs  and  even  solve  problems.  (On  the  question 
of  art  as  a  response  to  personal,  existential  prob- 
lems, Professor  Hibbard  puts  forward  the  inter- 
esting hypothesis  that  one  of  the  reasons  why 
Poussin  was  so  obsessed  with  Madonna  and 
Child  themes  during  the  1640's  and  50's  may  well 
have  been  his  own  continuing  childlessness.  As 
for  Poussin's  belief  in  the  mediating  function  of 
art,  witness  his  use  of  the  term  'mediocrite'  or 
'middle  course'  in  his  famous  letter  on  the  Modes, 
and  his  frequent  incorporation  of  images  of  life 
and  death  within  a  single  picture.) 

Professor  Hibbard  is  obviously  conscious  of 
this  abiding  duality  in  Poussin's  art  and,  although 
he  docs  not  analyse  it  in  any  detail,  he  does  give  it 
implicit  recognition  in  his  iconographical  inter- 
pretation of  The  Holy  Family  on  the  Steps.  Here 
he  ingeniously  relates  the  contrast  between  the 
Old  Testament  Law,  as  symbolized  by  Joseph  'the 
architect',  representative  of 'inspired  measure  and 
proportion',  and  that  of  the  New  Testament,  as 
manifested  in  the  figure  of  Mary,  the  New  Eve, 
to  the  pattern  of  light  and  shade  in  the  painting. 
Professor  Hibbard  modestly  insists  that  his  read- 
ing is  only  one  among  many  possible  alternatives, 
because  the  picture  is,  despite  its  superficial  clarity, 
a  work  of  art  rather  than  a  text  -  indeed  one  of  the 
most  mysterious  and  multi-layered  that  have 
ever  been  produced.  And,  despite  the  appealing 
symmetry  of  his  theory,  I  am  sure  that  St. 
Joseph  represents  more  than  the  rigid,  orthodox 
law  of  the  Old  Testament  in  contrast  with  the 
shining  faith  of  the  New  Law.  In  pose  he  is  not 
only  close  to  Andrea  del  Sarto's  Joseph  and 
Michelangelo's  Naasou  but  also  to  Poussin's  St. 
John  on  Patmos  (c.  1644-5),  and  as  such  he  should 
be  seen  as  a  symbol  of  meditation,  thought  and 
creativity.  The  fact  that  he  is  cast  as  a  shadowy 
silhouette  stresses  his  mental  absorption  and  sub- 
jective separation  from  a  world  of  things.  But 
although  the  artist  withdraws  so  as  to  order  his 
experience,  he  remains  inseparable  from  it,  and 
this  dichotomy  is  stressed  by  the  fact  of  Joseph's 
strongly  illuminated  right  foot  which  links  him 
emphatically  with  the  other  figures  from  whom 
he  is  otherwise  separated.  He  is  both  thought  and 
object. 

But  despite  these  criticisms  of  the  book's 
scope,  Professor  Hibbard  must  be  thanked  for 
having  written  a  thoughtful  and  thought-pro- 
voking essay  on  a  very  great  painting.  I  noticed 
one  rather  amusing  misprint  on  p.  82  which 
conveys  the  opposite  meaning  to  that  intended: 
'.  . .  of  asymmetrical  perfection  .  .  .'  should  read 
'  ...  of  a  symmetrical  perfection  .  .  .'  (line  1). 

JOHN  GASH 


Painting  and  Experience  in 
Fifteenth-Century  Italy 

A  Primer  in  the  Social  History 
of  Pictorial  Style 

Michael  Baxandall 

This  book  is  both  an  introduction  to  fifteenth- 
century  Italian  painting  and  a  primer  on  how  to 
read  social  history  out  of  the  style  of  pictures. 
'A  fascinating  journey  of  intellectual  discovery.'- 
Suiulay  Times  Illustrated  £1  Oxford  Paperbacks 

An  Introduction  to  Benin 
Art  and  Technology 

Philip  J.  C.  Dark 

Here  is  the  first  brief,  comprehensive  introduction 
to  the  art  and  the  craft  of  the  Edo  artist.  It 
reviews  the  history  of  the  development  of  the  art 
from  the  fifteenth  century  to  the  present  and 
discusses  some  of  its  masterpieces  before  turning 
to  consider  the  context  in  which  the  art  is 
produced.  Illustrated  £8.50 

Etching,  Engraving  and 
Intaglio  Printing 

Anthony  Gross 

An  indispensable  book  for  anyone  seriously 
engaged  in  printmaking,  this  volume  outlines 
methods,  materials,  and  recent  innovations. 
The  thorough  treatment  of  the  hitherto  neglected 
technique  of  mezzotint  is  of  particular  value. 
Illustrated  £1.75  Oxford  Paperbacks  Handbooks 
for  Artists 

The  Notebook  of 
William  Blake 

A  Photographic  and 
Typographic  Facsimile 

Edited  by  David  V.  Erdman 
and  Donald  K.  Moore 

William  Blake  inherited  this  Notebook  from  his 
brother  Robert  in  1 787  and  filled  it  over  the  years 
with  emblems  and  portraits,  sketches,  lyrics, 
epigrams,  memoranda,  instructions,  and 
comments  on  his  contemporaries.  It  has  always 
been  hard  to  decipher,  but  is  crucial  to  any 
understanding  of  Blake  and  his  development. 
This  new  facsimile  uses  infra-red  photography  as 
well  as  conventional  photographs,  and  includes  a 
typographic  transcript  of  all  recoverable  texts. 
£16 

Census  of  Pre- Nineteenth - 
Century  Italian  Paintings 
in  North  American  Public 
Collections 

Burton  B.  Fredericksen  and 
Federico  Zeri 

£12.50  Harvard 

Oxford 


153 


The  Connoisseurs  Diary 


Lie 

David  Coombs 


Last  year  a  huge  exhibition  was  mounted  at  the 
Hayward  Gallery  in  London  -  'How  to  play  the 
environment  game'  which  aimed  to  explain  'the 
theory,  stakes  and  gambits  which  arc  manipulat- 
ing and  corroding  our  environment'.  The  sin- 
cerity of  the  organisers  could  not  be  held  in 
question,  yet  the  result,  for  me,  was  just  arrogant, 
naive,  self-indulgent  and  patronising  .One  exam- 
ple was  a  so-called  'Case  history'  devoted  to 
Haussmann's  Paris  when  'in  seventeen  years 
Napoleon  III  and  Georges  Eugene  Haussmann 
transformed  Paris,  and  adapted  it  to  the  totally 
changed  conditions  of  the  nineteenth  century. 
Avenues  and  streets  were  cut  into  the  medieval 
pattern  .  .  .  Such  energy  and  resource  have  been 
the  envy  of  planners  of  all  nations'. 

The  relevance  of  all  this  to  1974  lies  in  a 
catalogue  just  sent  in  by  Gabriel  P.  Weisberg  - 
'Social  Concern  and  the  Worker:  French  Prints 
from  1830-1910'.  Already  well  known  to  readers 
of  The  Connoisseur  Dr.  Wcisberg  is  Curator, 
Department  of  Art  History  and  Education,  The 
Cleveland  Museum  of  Art.  Organised  originally 
for  Utah  Museum  of  Fine  Arts,  Dr.  Wcisberg's 
exhibition  has  also  been  seen  in  Cleveland  and 
will  be  at  Indianapolis  from  11  June  to  28  July: 
its  theme  is  accurately  conveyed  by  its  title  which 
is  an  area  'not  frequently  studied  by  art  his- 
torians'. 

Dr.  Wcisberg's  concern  is  with  'mid-nine- 
teenth century  France  .  .  .  torn  by  political  and 
social  turmoil  brought  about  by  the  distress  of  the 
working  class'.  And  in  this  connection  his  view  of 
Haussmann's  improvements  is  rather  different 
than  that  suggested  above:  'the  decaying  popu- 
lace suffered  especially  as  the  Emperor  systematic- 
ally levelled  older  sections  of  Paris.  His  sweeping 
beautification  of  the  city,  the  wide  boulevards, 
caused  extreme  displacement  and  indigency  on  a 
wide  scale'. 

As  anyone  actively  concerned  with  social 
reform  will  know,  when  intellectuals  begin  to 
refer  to  the  'Working  classes'  then  hopeful  theory 
will  soon  take  over  from  hard  fact.  There  is  some 
evidence  of  this  social-anthropomorphism  in  Dr 
Weisberg's  catalogue  and,  indeed,  it  is  difficult 
ever  to  be  totally  objective  about  such  an  emotive 
subject.  Some  of  the  artists  whose  work  is 
illustrated,  include  Millet,  Pissarro,  Steinlen  and 
Lcpere. 


Derek  Rogers  writes :  Last  year  there  came  up  for 
sale  at  Sotheby's  two  paintings,  The  Encampment 
at  Brighton  and  1  he  Departure  from  Brighton,  by 
Francis  Whcatley,  UA  (1747-1801),  in  oil  on 
canvas,  40  X  50  inches,  painted  about  1792. 
They  were  bought  011  behalf  of  the  American 
collector,  Mr.  Paul  Mellon,  for  £23,000  and 
£29,000  respectively. 

An  objection  to  their  export  was  referred, 
through  Martin  Butlin,  Keeper  of  the  British 
collection  at  the  Tate  Gallery,  to  the  Reviewing 
Committee  on  the  Export  of  Works  of  Art. 

An  objector's  argument  must  be  a  very 
persuasive  one.  The  drain  to  America  of  typical 
18th-century  English  paintings  has  seriously 
depleted  what  remains  in  their  native  country. 
The  number  of  interesting  Wheatleys  still  here  is 
becoming  few,  partly  for  the  fact  that  the  two  in 
question  would  have  brought  up  to  twenty  the 
number  bought  by  Mr.  Mellon.  Pictures  of 
encampments  of  this  date  are  rare,  and  in  these 
the  military  content  gives  them  a  particular 
interest  in  such  things  as  the  changes  which 
occurred  in  British  army  uniforms  -  here  the 
1 6th  Light  Dragoons  -  in  the  layout  of 
encampments,  the  communication  between 
militia  and  civilians,  and  the  sources  of  the 
commissariat. 

At  the  meeting  of  the  Reviewing  Committee  it 
was  decided,  very  fairly,  that  as  the  two  pictures 
were  companion-pieces  rather  than  a  pair,  they 
could  justifiably  be  separated,  the  one  wanted  by 
Brighton  being  refused  an  export  licence 
temporarily  -  in  this  case  two  months  -  the  other 
being  granted  one. 

Gratifying  though  this  was,  one  also  left  the 
meeting  in  the  knowledge  that  Brighton  now 
faced  the  problem  of  raising  £24,000,  not  the 
easiest  of  tasks  on  slender  resources  in  the  short 
time  available.  The  first  encouragement  came 
from  the  Department  of  Circulation  at  the 
Victoria  and  Albert  Museum,  who  administer  the 
fund  granted  by  the  Department  of  Education 
and  Science.  They  offered  £12,000,  half  the 
purchase  price,  the  maximum  allowed  by  their 
rules.  The  National  Art-Collections  Fund  were 
able,  despite  heavy  commitments,  to  offer  £2,000. 
The  Pilgrim  Trust  were  unable  to  help  at  that 
moment.  Private  individuals,  and  charities 
maintained  by  commercial  organisations  were 
also  most  helpful.  Finally  the  picture's  future 
was  secured,  though  some  money  still  had  to 
be  found. 

A  contemporary  press  comment,  probably 
referring  to  the  two  pictures,  runs:  'The  elegant 
pencil  of  Wheatley  has  of  late  been  employed  in 
two  capital  subjects ...  in  which  he  is  said  to  have 
introduced  some  military  horse  with  astonishing 
effect'.  The  Encampment  is  a  record  of  an  aspect 
of  English  life,  and  anything  of  English  life 
preserved  is  something  of  England  preserved  - 
surely  an  initiative  worth  taking. 

The  picture  (left)  has  been  admirably  cleaned 
and  restored  and  is  on  view  at  Brighton  Art 
Gallery  &  Museum. 


- 
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Mr.  Roy  Miles  has  recently  sold  this  very  fine 
portrait  of  Oliver  St.  John  to  the  National 
Portrait  Gallery  in  London.  Signed  and  dated  by 
Pieter  Nason  1651,  it  was  probably  painted  at  the 
Hague  when  the  sitter  was  on  a  mission  to  the 
United  Provinces.  As  his  sober  dress  proclaims, 
Oliver  St.  John  was  a  Roundhead  -  one  of  the 
leaders  of  the  Parliamentary  faction  in  the  English 
Civil  War;  he  was  a  close  friend  of  Cromwell 
whose  cousin  Elisabeth  he  married  as  his  second 
wife  in  1638.  A  sturdy  defender  of  individual 
freedom  St.  John  made  common  cause  with  the 
patriots  Hampden  and  Pym. 


An  especially  interesting  exhibition  is  promised 
by  the  Milne  Hendersons  at  their  new  gallery, 
31  St.  Christopher's  Place,  Wigmore  Street, 
London  wi .  Some  fifty  Chinese  fans  will  be  on 
show,  each  of  which  will  be  illustrated  in  a 
catalogue  prepared  by  Mr.  John  Hay,  Lecturer  in 
Chinese  Painting  at  the  Percival  David 
Foundation,  University  of  London.  As  Mr.  Hay 
explains  in  his  introduction,  fans  were  valued 
more  for  their  artistic  than  for  their  practical 
value.  They  were  the  'most  frequent  gift  of 
greeting  and  farewell,  of  esteem  and  congratula- 
tions and  simply  of  good  feeling  at  congenial 
gatherings.'  The  fan  illustrated  (right)  shows  an 
epidendrum  in  ink  on  paper;  it  bears  the  seal  oi 
its  artist  Hao-ju  and  the  inscription  '. . .  for 
Taun-rh'ing  at  his  request  and  hoping  that  he 
will  point  out  any  blemishes'.  The  exhibition  will 
be  open  only  from  the  24  May  to  5  June. 
From  the  7-1 8  June  the  Milne  Hendersons  will 
have  a  stand  at  the  International  Antiques  Fair  in 
Earls  Court,  London. 
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George  Cruiksliank  was  a  kind  of  clown,  his 
eighty-six  years  spanning  the  last  few  years  of  the 
eighteenth  and  most  of  the  nineteenth  centuries. 
He  was  at  his  best  when  in  pursuit  of  a  Cause  - 
the  immediate  idea  combining  with  his  etching 
needle  to  produce  a  visual  design  with  which  he 
was  passionately  involved.  Cruikshank  worked  in 
miniature  (see  above),  even  his  relatively  large 
works,  when  successful,  were  a  collection  of 
miniatures. 

A  large  exhibition  of  Cruikshank's  work  has 
been  organised  by  William  Feavcr  for  the  Arts 
Council  of  Great  Britain.  The  illustrated 
catalogue  contains  an  introduction  and  a  smile  -  a 
coloured  reproduction  of  an  episodic,  folding 
panorama  'The  Tooth-ache'. 

Seen  first  in  London  at  the  Victoria  and  Albert 
Museum,  the  greater  part  of  the  exhibition  will 
also  be  shown,  between  May  and  September,  at 
Edinburgh,  Newcastle  upon  Tyne,  Bolton  and 
Swindon. 
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Ian  Breakwcll 

Books  from  the  Nonesuch  Press 
Vorticism  and  its  allies 
Brian  and  Joyce  Hargrcaves 
Work,  wages  and  profits 
Old  Master  Exhibition 
Artists  in  Europe  1 830-1960 
Sketches  from  Nature 
Franz  von  Stuck 


Ian  Breakwell 

May,  1974 

Angela  Flowers  Gallery 

Portland  Mews,  D'Arblay  Street,  wi 

Reviewed  by  peter  fuller 

For  some  time,  Ian  Breakwell  has  worked  in  a 
variety  of  media,  including  events,  films,  photo- 
graphy, writing,  drawing,  theatre  and  concrete 
poetry.  He  has  produced  a  series  of  Unword  hap- 
penings; designed  the  sets  for  Palach  at  the  Open 
Space;  brought  out  several  films,  including 
Growth;  and  performed  The  Institution  at  Alex- 
andra Palace  and  the  I.C.  A. :  he  has  also  previous- 
ly staged  two  exhibitions  with  Angela  Flowers. 
Despite  this  diversity  of  forms,  he  insists  that 
there  is  an  underlying  unity  to  all  his  work,  'I  am 
neither  a  painter,  nor  a  graphic  artist,  nor  a 
performer,  nor  writer,  nor  anything  except  Ian 
Breakwell.  I  use  whatever  means  are  convenient 
to  present  what  I  have  got  to  say'. 

His  latest  production  is  The  Diary  which  formed 
the  basis  of  shows  in  London  and  Paris.  Through- 
out 1973,  he  recorded  observations,  phantasies, 
events,  and  impressions  using  both  words  and 
images.  Although  the  diary  format  provided 
him  with  a  structure,  he  did  not  adhere  to  its 
linear  conception  of  chronological  time.  Much  of 
the  material  relates  to  the  past,  and  some  of  it  is 
wholly  imaginative.  The  Diary  documents  a 
'stream  of  consciousness',  and  uses  words,  photo- 
graphs, drawings  and  collage  to  do  so.  In  the 
exhibitions  themselves,  sections  of  it  wereblown- 
up  and  reproduced  in  other  media,  so  that  the  shows 
formed  part  of  an  on-going  project:  for  Break- 
well,  the  distinction  between  living  and  creating 
art,  is  never  absolute.  'The  idea  of  going  to  a 
specific  place  to  start  art  for  the  day  and  then 
back  home  to  the  wife  and  kids  in  the  evening 
seems  ludicrous',  he  comments.  The  process  of 
making  art  coincides  with  the  goal  of  being 
aware  of  every  moment,  and  its  contents,  'On 
most  occasions,  I  carry  some  kind  of  recording 
medium  with  me  .  .  .  You  can  have  a  camera  in 
you  pocket  like  a  cigarette  lighter  all  the  time'. 

Much  of  the  subject  matter  of  The  Diary  is 
private  experience,  but  it  is  handled  in  such  a  way 
that  it  is  easily  available  to  the  viewer,  and  rele- 
vant for  him.  Recurrent  themes,  such  as  the  separ- 
ation between  individuals,  and  their  failure  to 
communicate  with  each  other,  arc  depicted  with 
humour,  and  a  sense  of  the  absurd.  But  behind 
this  mode  of  presentation,  Breakwcll  has  serious 
intentions:  he  points  towards  the  ravaging  effects 
of  alienation  on  both  personal  and  political  levels. 
It  comes  as  no  surprise  to  find  that  one  of  his 
favourite  writers  is  Jonathan  Swilt. 


Books  from  the  Nonesuch  Press 

April,  1974 

Gainsborough's  House 
Sudbury,  Suffolk 
Reviewed  by  m.  Rosenthal 

Gainsborough's  House  is  a  pleasant  setting  for  an 
exhibition  of  this  type,  with  the  exhibits  displayed 
in  two  well-lit  rooms  facing  a  garden,  in  a  peace- 
ful atmosphere  conducive  to  the  enjoyment  of 
them.  In  an  age  of  increasing  illiteracy  and  built- 
in  obsolescence,  the  fact  that  these  are  books  of  a 
very  high  quality,  which  are  made  to  last,  is  their 
most  immediately  striking  feature.  The  careful 
selection  of  illustrator,  typeface,  binding,  and 
paper,  makes  the  books  agreeable  as  objects,  and 


1.  Stephen  Gooden. 

Nonesuch  Device.  Gainsborouoh's  House. 

fortunately  the  same  care  has  been  taken  with  | 
regard  to  the  content  of  these  volumes. 

The  illustrations  cater  for  every  taste.  Those  by 
Stephen  Gooden  are  particularly  impressive  for 
the  exactitude  and  tightness  of  the  draughtsman- 
ship, but  which  never  obtrudes  itself  for  the 
virtuoso  performance  it  is,  as  any  illustration 
should  do.  Blake's  designs  for  Virgil's  ist  Eclogue 
are  too  well  known  to  need  much  comment,  and 
are  remarkable.  A  collotype  by  Marictte  Lydis  for 
The  Greek  Portrait  of  19^4  is  an  arresting  piece  of 
lightweight  hot-house  erotica,  while  Paul  Nash's 
Genesis  woodcut  of  ten  years  earlier  confines  a 
harsh  abstract  design  to  a  small  area,  making  an 
interesting  pattern  to  the  words  on  the  page 
opposite.  There  is  as  much  variety  with  the 
illustrators  of  these  books  as  with  their  content. 

On  the  walls  is  also  material  not  previously 
exhibited.  Prospectuses  and  Announcements  of 
forthcoming  titles  for  the  Press  demonstrate  the 
same  scrupulous  production  as  the  books  them- 
selves. The  locally-printed  Guide  to  the  Press  is 
brief,  informative,  and  well-produced,  and  next 
to  each  exhibit  is  a  card  with  all  the  information 
which  would  be  normally  found  in  a  Catalogue. 
This  is  a  practice  that  might  be  usefully  adopted 
by  more  ostentatiously  scholarly  exhibitions,  be- 
cause it  saves  on  the  labour  and  irritation  of  the 
continual  Catalogue  manipulation  which  can 
make  visiting  them  a  chore  rather  than  a  pleasure. 


Vorticism  and  its  allies 

27  March  -  2  June,  1974 
Hay  ward  Gallery 
South  Bank,  sei 
Reviewed  by  marina  vaizey 

'Vorticism  and  its  allies'  is  a  suitably  pugnacious 
title  for  the  big  (and  exemplary)  exhibition  organ-  I 
ised  by  Richard  Cork  of  drawings,  documents,  j 
sculptures,  paintings  and  designs  by  the  group  of 
mostly  British  artists  who  in  a  frenzy  of  activity 
created  one  of  the  only,  if  not  the  only,  coherent 
and  self-consciously  'original'  avant-garde  move-  j 
ments  in  the  visual  arts  in  Britain  this  century.  Its 
life  was  short  -  Vorticism  was  formally  proclaim- 
ed as  such  in  1914;  only  two  issues  of  Blast  were  I 
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Ml  iblishcd  (1914,  1915)  and  there  was  only  one 
H  mtemporary  Vorticist  exhibition  in  London 

■  >ore  Galleries,  1915).  It  was  cut  off  by  the  Great 

■  'ar,  a  wave  of  pointless  and  tragic  energy  such 
It  even  Vorticism  had  not  -  quite  -  prophesied. 

}'  The  sheer  energy,  vitality  and  inventiveness  of 
I  uch  of  the  work  on  exhibition  is  still,  sixty 
tars  on,  overwhelming.  Perhaps  the  artist  who 
i  ncrges  as  one  of  the  most  considerable  precoc- 
l|  y,  organisational  skill,  originality  and  power  is 

I  avid  Bomberg,  and  one  of  the  great  pleasures  of 

II  ie  exhibition  is  to  sec  such  major  paintings  as 
H]  he  Mud  Bath,  In  the  Hold  and  the  Vision  of 
til  zekial  with  working  studies  and  drawings.  Etch- 
[|  Is,  who  spent  most  of  his  life  as  an  architect, 
f|  iving  up  painting  in  the  1920s,  emerges  as  a 
I  gure  of  considerable  interest,  an  artist  ot  cnergis- 

I  tg  sophistication.  William  Roberts  and  Wads- 
I  -orth  too  arc  outstanding. 

For  a  detailed  consideration  of  the  Vorticist 
]  dhievement  which  took  as  but  part  ot  its  base, 
jmething  from  cubism  and  something  from  fut- 
|  rism,  in  its  inventiveness  and  its  fascination  (but 
ot  glorification)  with  machinery  we  must  exam- 
ic  the  present  catalogue  and  await  Mr.  Cork's 
arthcoming  volume.  But  certain  things  are 
bundantly  clear:  in  spite  of  the  destruction  and 
isappcarancc  of  major  works  (we  are  told  that 
hirty-eight  out  of  the  forty-nine  works  in  that 
;  irst  and  only  London  Vorticist  exhibition  are 
1  nissing)  a  considerable  body  of  finished  works, 
:  tudics  and  designs  testify  to  the  productiveness 
)f  those  few  years:  and  a  productiveness  by  no 
neans  slapdash.  The  spectacular  use  of  grids,  the 
days  w  ith  perspective,  testify  to  a  singular  energy 
n  experiment.  For  all  the  polemic  (and  the  rather 
ouching  -now-  identification  with  the  Salvation 
I  \rmy  and  suffragettes  in  the  Blessing  sections  of 
3last)  -  the  artists  did  not  really  succeed  in  entirely 
:reating  that  abstract  and  non-referential  language 
:hat  Lewis  spoke  of.  Even  in  the  intensely  abstrac- 
:ed  paintings  of  Bomberg,  the  preparatory  draw- 
ings show  with  what  care  he  deployed  figures 
across  a  surface  in  a  stylised  dance.  Yes,  there  is 
much  abstract  work,  and  many  designs  which 
may  but  hint  at  machinery,  if  that.  But  time  and 
again,  we  see  how  shipyards  and  urban  roofs, 

2.  Edward  Wadsworth. 
Rotterdam,  1914. 
Loaned  anonymously. 
Hayward  Gallery. 


gatherings  of  people  and  workers,  sparked  off 
absorbing  and  subtle  compositions. 

Nobody  could  accuse  the  Vorticists  of  exploit- 
ing the  sensual  qualities  which  can  be  inherent  in 
brushstroke,  in  vigorous  and  varied  impasto. 
Their  touch  tended  to  be  -  there  arc  of  course 
exceptions  that  prove  the  rule  -  impersonal.  In  the 
letter  that  many  of  the  artists  signed  condemning 
what  they  telt  to  be  Bloonisbury  plotting  over  a 
commission  from  the  Daily  Mail  to  decorate  a 
room  at  Olympia,  a  commission  that  Lewis  felt 
was  denied  to  him  and  his  colleagues  by  Roger 
Fry,  they  thundered  that  The  Idol  was  still 
Prettincss.  It  is  interesting  to  note,  that  with  the 
possible  exception  of  Bomberg,  the  use  of  colour 
other  than  in  a  mechanical  way  -  literally,  as  in 
the  colours  used  in  machinery,  to  code,  inform 
and  identify  and  not  for  any  reason  of  attractive- 
ness or  prcttiness  -  is  not  part  of  the  Vorticist 
aesthetic.  Another  possible  exception  might  be 
Roberts.  In  the  Omega  designs  colours  appear 
wilful,  and  indeed  I  found  the  Omega  section  the 
most  anaemic  of  the  exhibition.  And  it  should  be 
noted  that  Gaudier,  and  to  a  certain  extent 
Epstein,  exploited  in  their  masterly  carvings  the 
subtle  colours  of  various  stones. 


3.  Joyce  Hargreaves. 
Gill  with  a  monkey. 
Linocut,  19  X  14  inches. 
Cliffe  Castle,  Keighley. 

Brian  and  Joyce  Hargreaves 

2  5  May  -  23  June,  1 974 
Cliffe  Castle 
Keighley,  Yorkshire 
Reviewed  by  denis  thomas 

For  a  husband  and  wife  to  share  an  exhibition 
may  be  uncommon,  but  Brian  and  Joyce  Har- 
greaves have  made  a  practice  of  showing  their 
work  together,  on  the  principle  that  it  is  both 
practical  and  economic  that  way.  You  do  not 
have  to  be  a  butterfly  collector  to  admire  his  mar- 
vellously accurate  and  sensitive  colour  drawings, 
which  have  established  him  among  the  foremost 
entomological  illustrators  of  the  age.  Equally, 
Joyce  Hargreaves'  imaginative  lino-cuts  and  witty 


ceramics  work  their  charm  on  a  wide  range  of 
collectors,  whether  specialists  or  not. 

Both  arc  products  of  the  Cambcrwell  School  of 
Art,  where  together  they  have  lately  added  a 
further  craft,  bookbinding,  to  their  already  di- 
verse range  of  skills.  This  was  in  order  that  Joyce 
Hargreaves'  first  book,  The  Wood  of  Garlic,  for 
which  she  has  done  eighteen  lino-cut  illustrations, 
should  be  hand-bound  as  well  as  hand-set.  Indi- 
vidual pages  have  been  mounted  and  framed  for 
the  exhibition,  and  the  book  itself  (limited  to 
twenty-five  signed  and  numbered  copies)  is  also 
on  view.  The  story,  from  the  Pcntaineron  of 
Giambattista  Basile,  is  told  and  illustrated  in 
plates  which  combine  strong  but  sparing  draughts- 
manship with  harmonious  areas  of  plain  colour  in 
a  way  which  recalls  the  early  Toy-Books  of  Calde- 
cott  and  Crane.  Her  pictures  and  ceramics  have 
the  same  quality  of  controlled  fantasy,  as  vivid 
and  enjoyable  as  the  neighbouring  selection  from 
Brian  Hargreaves'  plates  for  Collins  and  the  Ray 
Society. 

Mr.  Hargreaves  went  to  school  in  Keighley, 
where  they  know  him  well.  Together,  he  and 
Joyce  Hargreaves  seem  set  to  advance  their 
reputations  further  still. 


Work,  wages  and  profits 

April,  1974 

Institute  of  Contemporary  Arts 
Nash  House,  The  Mall,  swi 
Reviewed  by  peter  fuller 

The  way  in  which  a  radical  artist  should  work, 
given  the  context  of  a  bourgeois  society,  is,  of 
ccursc,  the  subject  of  constant  debate  and  no 
definitive  solution  can  be  anticipated.  But  Atkin- 
son's recent  show  at  the  I.C.A.  must  rank  as  an 
interesting  experiment.  He  set  out  to  depict, 
graphically,  the  relationship  which  prevails  under 
capitalism  between  work,  wages  and  profits. 
Four  parallel  bands  of  information  ran  contin- 
uously round  three  walls  of  the  exhibition  room, 
at  approximately  eye  level.  The  uppermost  des- 
cribed profits.  It  consisted  of  a  news  agency  tape 
detailing  share  movements,  take-over  bids,  and 
company  announcements  of  profits  and  dividends. 
Beneath  it,  a  chain  of  photographic  contact  strips 
exposed  the  alienated  labour  of  the  worker,  on 
factory  production  lines  and  elsewhere,  which 
went  into  the  creation  of  those  profits.  Next  came 
wages:  a  continuous  band  of  blown-up  pay- 
packet  slips,  vividly  showing  how  little  of  the 
vast  rewards  made  from  the  production  process 
were  actually  returned  to  those  who  put  in  the 
work.  Finally,  a  series  of  quotations,  extracted 
from  newspapers  and  magazines,  emphasised,  an- 
ecdotally,  the  enormities  of  social  and  political 
injustice  which  derive  from  the  economic  system 
described.  1%  of  the  people  in  Britain  own 
31%  of  the  wealth;  5%  own  56%;  and  10% 
own  72%.  We  learn  that  the  head  of  Shell  earns 
seventy-five  times  the  wage  of  an  agricultural 
worker;  a  stockbroker  charged  with  arms  and 
currency  offences  involving  more  than  £42,895, 
got  a  suspended  sentence;  a  poor  man  went  to 
prison  for  vagrancy  after  asking  a  passer-by  for 
a  cigarette.  A  Tory  M.P.  bought  a  bottle  of 
vintage  wine  for  £3,538;  but  Mrs.  McCoy 
choked  to  death  last  Christmas  after  trying  to  eat 
cardboard.  She  had  no  other  food  in  her  house. 

Conrad  Atkinson's  exhibition  is  not  intended 
to  replace  theoretical  analysis.  However,  it  does 
give  a  graphic  impression  of  the  contributory 
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elements  in  the  exploitation  of  labour  by  capital  - 
making  the  information  immediately  accessible 
and  comprehensible.  Certainly,  Work,  Wages  and 
Profits  is  among  the  most  interesting  of  the  shows 
which  the  I.C.A.  have  staged  in  their  relatively 
new  Members'  Gallery. 


4.  QuiRINGH  BREKELENKAM. 

Family  Group. 
Leonard  Koetser. 


Old  Master  Exhibition 

17  May  -  20  June,  1974 

Leonard  Koetser  Gallery 

13  Duke  Street,  St.  James's,  swi 

Reviewed  by  Nicholas  usherwood 

This  exhibition  of  twenty-eight  paintings  concen- 
trates, with  the  exception  of  three  Guardis,  on 
Flemish  and  Dutch  painting  of  16th  —  18th 
centuries  and  it  is  something  of  a  tribute  to  this 
gallery's  expertise  in  these  schools  that  they  can 
manage  to  maintain  the  standard  of  work  on 
view  at  such  a  level  in  such  a  'worked  over'  and 
popular  field. 

Among  the  earliest  works  is  a  painting  by  an 
artist  who  is  really  something  of  a  rarity,  Frans  de 
Momper.  Brother  of  the  more  celebrated  Flemish 
Mannerist  painter  Joos  de  Momper,  this  Winter 
Street  Scene  of  his  is  fairly  similar  in  its  general 
subject  matter  and  style.  However  the  cool  wintry 
tones  and  the  lively  observation  of  genre  scenes 
and  architectural  details  give  it  a  great  deal  of 
individuality  and  character  that  feel  much  closer 
to  such  Dutch  'winter'  painters  as  Avercamp  and 
Aert  van  der  Ncer. 

Salomon  van  Ruysdael  and  Jan  van  Goyen 
dominate  the  Dutch  17th-century  works  on  view. 
The  Van  Goyen  is  the  magnificent  Landscape  with 
a  Castle  discussed  in  some  detail  on  these  pages 
last  year  (April  1973).  The  Ruysdael,  A  River 
Scene,  is  a  typical  and  beautiful  example  of  his 
work,  conventional  in  both  composition  and 
subject  matter  with  a  river  and  some  boats  with 
sails  in  the  foreground  and  a  group  of  buildings  to 
one  side.  The  beauty,  as  always  in  Salomon  van 
Ruysdael 's  work,  lies  in  the  way  the  cool  and 
delicately  balanced  tones,  greens  and  yellows  pre- 
dominantly, but  here  balanced  by  some  striking 
blues  and  dark  browns  in  the  sky,  combine  to 
conjure  up  a  mood  of  quite  fresh  and  ravishing 
poetry.  Max  J.  Friedlander's  classic  definition  of 
the  difference  between  these  two  men's  land- 
scapes seems  particularly  apt  in  this  context,  'The 
weather  in  Van  Goyen's  pictures  always  makes 
one  think  it  will  soon  rain.  Ruysdael's  pictures 
make  one  feel  it  has  rained  and  a  fresh  wind  has 
driven  the  rain  away'. 


The  best  of  the  other  Dutch  1 7th-century  paint- 
ings is  a  charming  Family  Group  by  Brckclcnkam, 
showing  a  merchant  and  his  family,  painted,  judg- 
ing from  the  map  on  the  wall  and  the  ledgers,  in 
the  merchant's  office.  The  lack  of  sophistication  and 
the  naive  quality  of  the  portrayal  together  with 
the  high  technical  quality  of  the  actual  work 
make  it  an  immediately  delightful  and  attractive 
little  picture. 

The  three  Guardis  mentioned  earlier  consist  of 
a  pair  of  Venetian  capriccios  and  a  beautiful 
painting  of  5.  Georgio  Maggiore  which,  in  its 
sensitivity  to  the  moods  of  light  and  atmosphere 
in  nature,  makes  it  a  surprisingly  suitable  finale 
for  an  exhibition  otherwise  so  dominated  by 
Dutch  landscape. 


Artists  in  Europe  1 830-1960 

5  June  -  21  June,  1974 
M.  Newman 

43a  Duke  Street,  St.  James's,  swi 
Reviewed  by  Nicholas  usherwood 

As  the  title  suggests,  this  exhibition  of  54  paint- 
ings and  watercolours  is,  to  say  the  least,  pretty 
broad  in  scope,  ranging  from  John  Varley  to  the 
late  19th-century  Dutch  artist  Breitner  and  from 
Constant  Troyon  to  Sir  Gerald  Kelly.  It  is  a  show 
full  of  charm,  very  uneven  and  with  one  or  two 
real  surprises  and  is,  in  other  words,  typical  of  the 
highly  individual  policy  pursued  by  this  gallery 
for  many  years  now.  The  Varley  watercolour, 
signed  and  dated  1830,  showing  Knight's  Farm, 
Bayswater  is  a  late-ish  work.  It  lacks  perhaps 
something  of  the  typically  broad  treatment  and 
fresh  observation  that  c.  18 10  made  him  compar- 
able with  Cotman  and  others  but  it  is  nonetheless 
a  very  attractive  work  full  of  nice  touches  partic- 
ularly in  the  delicate  china  blue  ot  the  sky  and  the 
sun  and  shadow  on  the  road. 

Two  other  works  of  interest  from  his  same 


decade  are  a  pair  of  paintings,  Going  into  School 
and  Coming  Out  of  School  (1836)  by  Thomas 
Webster  R.A.  He  specialised  in  scenes  of  child- 
hood and  this  is  painted  with  considerable  slaJl 
and  here  with  not  too  much  sentimentality  either, 
though  owing  a  lot  to  Sir  David  Wilkie  in  style. 

Three  works  from  19th-century  Europe  catch 
the  eye,  Troupeau  de  Mouton  by  Constant 
Troyon,  typical  in  subject  matter  but  with  a 
specially  fresh,  cool  tonality  in  sky  and  landscape  ; 
a  powerful  Marine  by  the  Belgian  artist,  Alfred 
Stevens,  and  the  third  a  solid  plain  painting  of 
Amsterdam  by  Breitner,  one  of  that  quite  un- 
deservedly unknown  late  19th-century  Dutch 
school  -  Maris  and  Mauve  were  others. 

The  great  surprise  of  the  whole  exhibition 
however  is  Calais  Sands,  a  very  early  painting  by 
Sir  Gerald  Kelly  of  1906.  The  medium  size  can- 
vas is  boldly  div'ded  into  two  unequal  parts,  the 
bottom  one-third  consisting  of  a  dazzling  sunlit 
expanse  of  white-gold  sand  and  the  top  two- 
thirds  a  brilliant  light  azure  blue  of  a  sky,  bursting 
with  heat  and  light.  The  two  are  divided  by  a 
cool,  thin  tongue  of  dark  blue  sea  and  the  only 
other  colours  are  the  delicious,  sharp  dashes  of  car- 
nation pink  and  peppermint  green  of  bathers  and 
beach  huts.  Interestingly  it  was  exhibited  in  1906 
at  the  Salon  d'Automne,  the  independent  society 
where  only  a  year  before  Matisse  and  the  Fauves 
had  first  achieved  notoriety.  Closer  in  technique 
perhaps  to  later  Bormard  it  is,  nonetheless,  in  its 
preoccupations,  right  up  to  the  moment. 

Elsewhere  other  works  of  interest  include  a 
nice  painting  of  Westminster  Abbey  by  the  Italian 
painter  Paolo  Sala,  an  unusual  Walter  Follen 
Bishop  and  some  pleasant  watercolours  by  Sir 
David  Cameron,  Herbert  Marshall  and  William 
Darby. 


5.  Gerald  Kelly. 
Calais  Sands,  igo6. 
M.  Newman. 
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Sketches  from  Nature 

l5May-7june,  1974 

Gerald  M.  Norman 

8  Duke  Street,  St.  James's,  swr 

Reviewed  by  SIBYLLA  JANE  HOWliH 

III  his  lifetime  l'eter  dc  Wint  was  known  virtually 

exclusively  as  a  painter  in  watereolours  and, 

although  oil  paintings  were  found  in  his  house 

after  his  death,  his  name  is  today  indelibly  linked 

with  the  highly-finished  scenes  of  the  English 

countryside  which  are  familiar  to  us  from  art 

gallery  and  saleroom. 

For  years,  de  Wint's  work  was  neglected 
except  by  a  handful  of  collectors;  yet  his  reputa- 
tion has  remained  intact.  He  was  little  written 
about  and  the  exhibitions  of  his  work  could  be 
counted  upon  one  hand:  a  Centenary  Exhibition 
of  1884,  a  1937  show  at  the  Usher  Gallery,  Lin- 
coln and  two  in  1966,  at  Reading  and  at  Agncw's. 
The  effect  of  this  latter-day  public  showing  of  his 
work  was  to  demonstrate  that  de  Wint  was  a 
considerably  more  varied  artist  than  had  been 
supposed;  the  exhibition  that  Gerald  Norman  has 
gathered  together  in  such  enterprising  fashion 
underlines  this  again  most  forcibly. 

The  choice  of  exhibits  has  been  made  by  Gerald 
Norman  himself;  he  has  laid  the  emphasis  entire- 
ly on  de  Wint's  free  sketches  although  a  few 
finished  watereolours  have  been  included  where 
thev  relate  closely  to  an  exhibited  sketch.  These 
sketches  reveal  de  Wint  at  his  most  spontaneous; 
thev  are  vivid  expressions  of  his  working  method. 
Furthermore,  in  those  works  that  have  been 
hidden  away  in  albums  or  portfolios,  it  is  possible 
to  appreciate  once  more  the  brilliance  and  the 
subtlety  of  the  original  colouring. 

The  catalogue  makes  a  welcome  contribution 
I  .... 

to  de  Wint  studies;  it  is  well  illustrated  and  con- 
tains an  informative  introduction  by  Matthew 
Pryor. 


6.  Peter  de  Wint.  Sketch  of  a  boy  seated, 

4|  X  5 1  inches.  Loaned  by  the  Usher  Gallery. 

Gerald  M.  Norman. 


Franz  von  Stuck 

26  March  -  4  May,  1974 
The  Piccadilly  Gallery 
1 6a  Cork  Street,  wi 
Reviewed  by  marina  vaizey 

The  Piccadilly  Gallery  has  had  a  number  of 
notable  exhibitions  of  Symbolist  painting  and 


7.  Franz  von  Stuck.  Portrait  oj  the  Artist's 
Daughter  dressed  as  a  Spanish  Gypsy. 
24  X  20  inches.  Piccadilly  Gallery. 

sculpture,  that  odd,  impressive  hothouse  move- 
ment in  the  fine  arts  that  swept  Europe  near  the 
end  of  the  last  century,  taking  in  the  tendrils  of 
art  nouvcau,  apparent  in  Vienna,  the  Low  Coun- 
tries, Paris  and  Munich.  Individual  painters  are 
now  the  subject  of  scholarly  scrutiny,  coming 
back  into  favour  after  a  half  century  of  eclipse. 
Franz  von  Stuck  (1863-1928)  came  of  a  peasant 
family,  his  father  a  miller,  who  saw  to  it  that  his 
only  son  had  an  extensive  art  training;  and  by 
1909  he  had  been  so  socially  and  professionally 
successful  that  the  Grand  Duke  of  Hesse  made 
him  a  Commander  of  the  Order  of  Philip  the 
Magnanimous,  permitting  the  insertion  of  the 
'von'  into  his  name. 

Franz  von  Stuck  was  loaded  with  honours  in 
his  lifetime,  but  his  art  lapsed  into  obscurity;  Mr. 
Pilkington  tells  us  that  once  he  was  as  acclaimed 
as  Brangwyn  and  Watts,  apt  parallels.  He  married 
his  mistress'  best  friend,  a  noted  beauty;  he  lived 
in  an  impressive  villa.  His  life  was  colourful  and 
opulent;  he  achieved  the  grand  style.  But  his 
influence  lived  on  in  the  fact  that  he  taught 
Albcrs,  Klee  and  Kandinsky  at  the  Royal  Acad- 
emy in  Munich. 

Some  forty-two  paintings,  drawings,  carica- 
tures and  sculptures  make  a  flavourful  exhibition, 
which  demonstrates  Stuck's  high  technical  skill, 
his  way  with  colour,  and  his  sensual,  admiring, 
fearful  and  sometimes  mystical  attitude  towards 
women,  seen  as  deities,  social  goddesses,  im- 
pressive physical  presences,  and  sometimes  just  as 
girls,  both  knowing  and  innocent,  an  attitude  not 
without  analogy  in  British  art. 

Why  he  should  be  popular  is  readily  evident; 
and  that  he  had  a  wry  and  clever  touch  is  apparent 
in  the  several  caricatures,  whilst  his  illustrations 
are  anecdotal,  packed  with  detailed  incident.  In 
some  of  his  more  ambitious  paintings,  small  111 
size,  which  take  mythical  incidents  as  their  sub- 
jects, there  is  an  awkwardness  of  composition. 
But  his  renderings  of  young  women  have  just 
enough  overt  calm  beauty  and  passivity,  com- 
bined with  an  underlying  sensual  menace  and 
possible  aggression,  to  be  remarkably  satisfying 
and  exciting  in  a  world  where  such  as  Freud  and 
Schnitzler  in  Vienna  were  remarking  in  other 
ways  their  discoveries  about  the  rapacities  of  pass- 
ive women.  He  celebrates  the  half-hidden,  both 
forbidden  and  accessible. 


Britain  and  Europe 

The  impact  made  on  British  artists  who  toured 
Europe  in  the  1 8th  century  is  well  known  and  has 
often  been  charted.  Less  well  appreciated  is  the 
second  great  phase  of  influence,  when  the 
European  scene  was  rediscovered  by  a  number  of 
artists  in  the  19th  century.  The  dual  impact  of  the 
paintings  of  Turner  and  the  special  light  of  the 
Continent  -  so  different  from  the  soft  English 
equivalent,  can  currently  be  seen  in  an  exhibition 
in  London.  About  forty  pictures  emphasising 
Britain's  artistic  link  with  Europe  will  be  on  show 
until  15  June  at  Oscar  and  Peter  Johnson,  Lown- 
des Lodge  Gallery,  27  Lowndes  Street,  London 
SWT. 


A  brief  visit  to  the  galleries  of  R.  A.  Lee 
(1-9  Bruton  Place,  London  wi)  will  convince 
any  knowledgeable  collector  that  while  the  best 
things,  as  always,  remain  in  short  supply  yet  they 
can  still  sometimes  with  luck  be  bought.  I  was 
particularly  struck  by  an  extremely  fine  mid- 
eighteenth  century  mahogany  chest-of-drawers, 
superbly  carved,  and  with  all  that  attention  to 
detail  that  generally  distinguishes  the  furniture  of 
Vile  and  Cobb.  This  piece  had  a  very  rare 
feature  in  that  it  had  originally  been  made  to 
support  a  glazed  showcase  housing  a  contem- 
porary ship  model  -  Le  Vainqueur,  captured  and 
purchased  for  the  Royal  Navy  in  1746.  Separated 
by  an  auctioneer's  whim,  the  whole  ensemble  has 
now  been  reunited  by  Mr.  Lee.  -  d.c. 
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2   The  Connoisseur,  July,  1974 


BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 

M.  Harris  &  Sons 

ESTABLISHED  1868 

44/52  New  Oxford  Street  London,  WC1A 1ES 

Telephone:  01-636  2121  Telegrams:  Artisonne  London  WC1A  1ES 


Two  of  a  very  good  set  of  Hcpplewhitc  period  mahogany  Chairs 
(comprising  six  single  and  two-elbow),  the  backs  having  finely 
carved  lattice  and  Prince  of  Wales'  feather  motifs. 
England,  circa  1785. 


Open  until  midday,  Saturdays. 


EDWARD  COHEN 

40  Duke  Street,  St.  James's,  London  SW1 
01-839  5180 


ADAM  FRANSZ.  VAN  DER  MEULEN  (1632-1690) 
Louis  XIV  with  his  Army,  at  the  seige  of  Courtrai 

Signed 

37^ins  x  54jins  :  96cm  x  138cm 


A  LA  VIEILLE  RUSSIE 


*'*>„,.  ml 


ESTABLISHED  1851 


781  FIFTH  AVENUE.  NEW  YORK,  N  Y.  10022    (212)  752-1727 


from  our  collection  of  malachite 


Catalogue :  The  Art  of  The  Goldsmith  &  The  Jeweler —  $6.00  including  postage  and  handling 


<Jrk< 


CONFEDERATION  INTERNATIONALE  DES  NEGOCIANTS  EN  OEUVRES  D*ART 

ANNOUNCE 

AN  IMPORTANT  INTERNATIONAL  EXHIBITION 
entitled 

"THE  GRAND  GALLERY" 

to  be  held  at 

THE  METROPOLITAN  MUSEUM,  NEW  YORK 
19  October  1974  to  15  January  1975 


THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 

as  Presiding  Association  of  CINOA  will  be  supporting  and  contributing  to  this  great  Exhibition, 
the  first  sponsored  by  the  Confederation  outside  Europe.  It  will  be  organised  jointly  by  the  National 
Antique  and  Art  Dealers'  Association  of  America  and  the  Art  and  Antique  Dealers'  League  of  America. 


PAUL  DE  LAMERIE 

A  magnificent  silver  bowl,  the  exterior  cast  and  chased  with  flowers,  foliage  and  an  amorino  within  a  baroque  cartouche: 
the  interior  of  the  rim  engraved  with  rococo  scrollwork  and  the  arms  of  Franks  of  Teddington.  Middlesex. 
Other  examples  from  Lamerie's  workshop  and  made  for  the  Franks  family  are  already  in  the  collections  of  the  Metropolitan 
Museum.  All  formed  part  of  a  tea  service  owned  by  David  Franks  of  Philadelphia  and  Margaret  Evans,  whom  he  married 
in  1743. 

The  bowl  carries  the  maker's  mark  P.L.  and  is  dated  1744.  The  diameter  is  ~]\  inches  and  the  weight  27  ounces. 

This  superb  piece  of  silver  has  been  acquired  by  the  Metropolitan  Museum,  New  York,  for  eventual  exhibition,  from  a 

member  of  the  British  Antique  Dealers'  Association. 
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JEREMY  LTD, 


2^  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  0,-35*  0644  Cab,es:  1™™™*>  LONDON'  &W* 

01-352  3I27 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


English :  first  quarter  of  the 
19th  Century: 

An  exceptionally  fine  quality  early 
Regency  period  ladies  writing-work 
table  being  executed  in  selected 
cuban  mahogany  and  still  retaining 
the  original  ormolu  mounts,  the 
gallery  to  the  top  being  a  Green 
Key  design,  the  table  supported  on 
lyre  end  supports. 

Dimensions: 
Maximum  Height:  2'  6" 
Maximum  Width :  2'  Oi" 
Maximum  Depth:  V  7" 


We  specialise  in  Antiques  of  the  highest  quality.  Every  article  in  our  inventory  is  photographed.  Should  you 
have  any  special  requirements  do  not  hesitate  to  let  us  know  and  we  will  forward  photographs  and  complete 
descriptions  by  return.  This  service  is  for  assistance.  Please  use  it  Our  collection  tastefully  displayed  in  nine 
showrooms  is  never  more  than  15  minutes  from  any  leading  London  hotel.  Honour  us  w.th  a  visit.  Our  aim 
is  your  satisfaction. 


M.  TURPIN  LTD. 

17  Halkin  Arcade,  Lowndes  Street 
Belgravia,  London  S.W.i 
Telephone:  01-235  8 549 


An  Important  Rosewood  secretaire  cabinet  with  exceptionally 

fine  mounts  of  gilded  metal,  by  John  McLean 
Circa  1 805.  36f  wide  1 5"  deep  55f  high. 

An  almost  identical  cabinet,  bearing  McLean's 
Label  is  in  the  Victoria  &  Albert  museum. 

John  McLean  appears  in  the  list  of  master  cabinet-makers  in 
Sheraton  s  'Cabinet  Dictionary',  published  in  1803,  where  a  design 
of  a  pouch  table  is  said  to  be  "taken  from  one  executed  by  Mr  M 
Mary-le-bone  street,  near  Tottenham  court  road,  who  finishes 
small  articles  in  the  neatest  manner". 


lean  in 
these 


HEIM 


SUMMER  EXHIBITION  1974 


RELIGIOUS  AND  BIBLICAL  THEMES 
IN  FRENCH  BAROQUE  PAINTING 

29th  May  -  30th  August  1974 

Open:  Mondays  to  Fridays  9.30  -  5.30 


"The  Magdalen"  by  Philippe  de  Champaigne 
(Brussels  1602  -  Paris  1674).  Canvas. 
H.  28i  ins.  (72.5  cm.)  W.  23}  ins.  (59  cm.) 


01-493  0688 


59  Jermyn  Street,  St.  James's, 
London,  SW1Y  6LX 
Also  in  Paris:  15  Avenue  Matignon,  Paris  VIII 


Cables: 
Heimgal,  London 


The  graceful  charm  of  the  rococo 

The  intricate  piercing  and  asymmetrical  motifs  oj  the  rococo  were  wholly  successful  themes  for  the  makers  of  epergnes. 
In  this fine  example  of  1 757,  by  the  noted  basket  maker  William  Cripps,  the  foliate feet  and  sturdy  scroll  supports 
rise  to  the  central  oval  stem,  a  gadrooncd  and  pierced  column  enriched  with  a  magnificent  shell  and  scroll  apron  and 
surmounted  by  a  pierced  basket  with  applied  shell  and  foliage  rim.  Four  scrolling  branches  hold  the  similarly  mounted 
swirl-chased  dessert  dishes.  The  e'pergne  stands  13  in.  high  and  has  a  spread  of  20  in.  It  weighs  140  oz.  (4355  g.) 


^jL  t  SIMON  KAYE  LTD. 

U  ALBEMARLE  STREET  •  PICCADILLY  •  LONDON  Wl 

.  •  Telephone  01  -493  7658 

In  association  with  K 

/.  freeman  8^  Son  Inc  •  12  East  S2nd  Street  •  New  York  NY  10022 
Members  of  the  Art  &  Antique  Dealers'  League  of  America  Telephone  759  6900 


RICHARD  GREEN 


Fine  Paintings 


44  Dover  Street 
London  W1X4JQ 
01  -493  7997 


4-31  July  1974 

Price  of  catalogue  £1  (USA  $8) 
including  postage 


William  Anderson  (175 7- 1837) 

Admiral  Lord  Howe's  Hagship  Queen  Charlotte  off  S  pithead 
Signed  and  dated  1791 
Canvas:  j  J  J  x  jif  inches 


BRITISH  MARINE  PAINTINGS 


T  Buttersworth 
J  W  Carmichael 
W  Clark 
J  Cleveley 


N  M  Condy 
RDodd 
W  A  Knell 
T  Luny 


1700-1900 


P  Monamy 
C  M  Powell 
H  Redmore 
R  Salmon 


F  Swaine 
G  Webster 
T  Whitcon  be 
WL  Wvltie 


fltth 


By  Appointment 
to  Her  Majesty  Queen  Elizabeth  II 
Supplier  of  Carpets 


70  SOUTH 
AUDLEY  ST., 
MAYFAIR, 
LONDON,  W.1 
01-493  5288 


ANTIQUE  TAPESTRIES  AND 
CARPETS  OF  DISTINCTION 


A  Daghestan 
Prayer  Rug  of 
fine  quality,  on 
a  white  ground. 

4'6"  x  4'3" 


Member  of  The 
British  Antique  Dealers' 
Association  Ltd.- 

36  HIGH  ST., 

OXFORD 
Oxford  44197 


EXPORTERS  TO  G.B. 
ANDTHE  CONTINENT 


Dutch  17th  Century 
Oak  coffer  on  original  stand 

Height  44"  Length  51 " 
Depth  24" 


METRO 

80  EAST  11th  STREET 
NEW  YORK,  NY  10003 
(212)  673-3510 
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BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &•  SON  (ANTIQUES)  LTD..  40  NEW  BOND  STREET,  LONDON  WiY  OBS.  TELEPHONE  OI-499  74"  (5  lines; 
TELEX  25692  CABLES:  MALLETSON  LONDON  WiY  OBS 
and  at  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  iLJ 
Also  111  NEW  YORK:  MALLETT  of  LONDON,  25  EAST  69th  STREET 
New  York  N.Y.  10021.  Telephone: (212)  249  9015/6 


A  very  important  mid-1 8th  century  Chinese  mirror  picture  of  the  highest  quality  depicting  a  lakeside  scene  with 
three  figures  in  the  foreground  surrounding  a  central  tree.    Circa  1760. 
Height  3' 11"  Width  3' 5" 


The  massive  and  ever-changing  stocks  of  fine  antique  furniture  at  Durwards  Hall  are, 
in  themselves,  a  permanent  antiques  fair  which  is  open  to  dealers  only  throughout 
the  year.  Top  quality  goods  in  showroom  condition.  Durwards  Hall  is  on  the  main 
A12  road  from  Europe  and  a  mere  fifty  minutes  from  London  by  rail.  Trains  are 
met  at  Witham  station  by  prior  arrangement  and  we  shall  be  pieased  to  help  dealers 
with  their  travel  arrangements. 


DURWARDS  HALL  .  KELVEDON  .  ESSEX  .  ENGLAND 
Telephone:  KELVEDON  70234/5/6 
V 


Canvas:  25J  x  39^  ins.  (65  x  100  cms.) 
Framed:  32J  x  46J  ins.  (83  x  118  cms.) 


I 87O-I 974 

M.  NEWMAN  LTD. 

Members  ot  the  British  Antique  Dealers'  Association  Ltd. 
and  the  Society  of  London  Art  Dealers 

43a  DUKE  STREET,  ST.  JAMES'S  &  1/5  RYDER  STREET,  LONDON,  SWi 

Telephone:  01-930  6068  Telegraphic  address:  NEWPIC,  LONDON,  SWi 
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ARTISTS  IN  STOCK 

Painting: 


A.  GLAIZE  (1807-1893)  "DEUS,  ECCE  DEUS"  (1 26  cm  x  222  cm) 
138,  rue  Saint-Honore  -  75001  PARIS  -  Tel.  260.21.51 


Aman-Jean 

Gerome 

Barrias 

Gervex 

Bouchard 

Glaize 

Baudry 

Guillemain 

Bouguereau 

Lalyre 

Cabanel 

H.  L  Levy 

Carriere 

Levy-  Dhurmer 

Chabas 

Luminais 

Chaplin 

Mena'd 

Clairin 

Gve.  Moreau 

Cormcn 

A  Morot 

Couture 

Rochegrosse 

Dagnan-  Bouveret 

St.  Didier 

Detaille 

A-  Stevens 

Flameng 

Ziem 

Germain 

Sculpture 

Barrias 

Falguiere 

Barye 

Fremiet 

Bartholome 

Cerome 

Carpeaux 

Leonard 

Carner-Belleuse 

Mercier 

Clemencin 

C.  Milles 

David  D'Angers 

Pradier 

G.  Dore 

Rude 

USA  Representative : 
1 1 5  Florida  Street,  FARMINGDALE  NY  11 73  5 
Tel.  (516)  293.3176 


Complete  Catalogue  available 

THE  ART  OF  THE  NINETEENTH 
CENTURY 

•  French  Academy 

•  Symbolists 

We  wish  to  purchase  paintings  and  sculpture 
of  the  nineteenth  century. 

We  travel  abroad 


We  illustrate  a  magnificent  Exeter  silver  tankard. 
It  weighs  26.5  oz  and  was  made  in  1 701  by 
John  Elston. 

The  tankard  was  sold  at  Christie's  in  1903  and 
was  exhibited  at  the  Devon  Festival  of  1957 
(item  10  on  first  page).  It  bears  the  cypher  of 
Viscount  Northcliffe  and  came  from  his  famous 
collection.  Later  it  was  in  the  Harmsworth 
collection. 

This  is  the  earliest  Exeter  silver  lidded 
tankard  which  can  be  traced  at  present. 
The  superb  marks  and  general  condition 
of  this  rarity  make  it  a  most  attractive 
piece  to  the  collector  or  investor. 


Brufbrds 

EASTBOURNE    &  EXETER 


Terminus  Road,  Eastbourne.  Tel.  (0323)  25452 
Bedford  Street,  Exeter.  Tel.  (0392)  54901 
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LNE  FURNITURE 
RONZES  AND 
URIOSITIES 


J.  KUGEL 


279,  RUE  SAINT-HONORE, 

75008  PARIS 

TEL:  260.86.23  &  260.19.45 


ANTIQUE  CONTINENTAL 


SILVER  AND 


GOLD  BOXES 


Very  fine  example  of  a  bronze  group  by  Jean  da  Bolognia  with  the  original 
patina.  From  the  Prince  Borghese  collection.  Height  1 7  ins.  width  1 0,5  ins.  depth  8,5  ins. 


10th-27th  JULY,  SUMMER  EXHIBITION  1974 

ENGLISH  WATERCOLOURS  of  the  18th,  19th  &  20th  Century 

including 

paintings  by  Francis  Tovvne,  Paul  Sandby,  Alexander  Cousins,  Francis  Wheatley, 
John  Varley,  David  Cox,  Peter  de  Wint  etc.,  etc. 


Francis  Towne  Watercolour  18\"  x  251" 

HADRIAN'S  ANTONINI,  RUINS  OF  ATHENIS 


«kj  The  Gerald  M.  Norman  Gallery  s  Duke  street,  st.  James's  s.wi. 

^ — y    Mon-Fri  io.oo-5.3o  pm  Telephone:  01-839  7595  Sat  10.00-12.30 pm 


am 


VAN  HALL 
ANTIQUES  Ltd. 

A  five  piece  hallmarked  silver 
Georgian  tea  and  coffee  service 
London  1827/1829,  by  Ernes  &  Barnards 
aggregate  weight  245  02s. 


1023  FORT  STREET 
VICTORIA 


mm 


ms 


m 


BRITISH  COLUMBIA 
CANADA 

Telephone  (604)  382-7643 
(604)  382-6242 
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As  long  established  dealers  in  Works  oj Art 
and  Antiques,  we  try  to  maintain  our  policy  of 
purchasing  and  offering  to  our  clients  well 
substantiated  items  of  more  than  ordinary 
importance. 

We  wish  to  purchase  and  would  like  to  have 
the  opportunity  to  negotiate  with  any  owners 
for   a    wide   range   oj  objects  sculpture, 
bronzes,  paintings,  silver,  clocks ,  furniture  and 
all  manner  of  works  of  art. 

Some  advantages  to  owners  may  ensue  over 
other  methods  of  selling.  Prompt  payment. 
Immediate  decisions.  Transactions  in  confidence. 

No  item  is  too  ambitious  for  our  attention. 


R.  A.  Lee  R.  T.  Gwynn 


1-9   BRUTON   PLACE,  LONDON,  W.i. 

Tel:  01-629  5600  &  01-4996266 


WILDENSTEIN 

Loan  Exhibition 

RICHARD  FORD  IN  SPAIN 


Drawings  (1830-1833)  by  the  author  of  the  famous 
Hand-Book  for  Travellers  in  Spain. 


Admission  25p. 
in  aid  of  the  National  Art-Collections  Fund 

Until  12th  July 
147  NEW  BOND  STREET,  LONDON  Wl 


PHILLIPS 


N 


K  N  O  W  LE 


IMPORTANT  ENGLISH  FURNITURE 
PORCELAIN  &  WORKS  OF  ART 

Wednesday,  July  24,  at  11a.m. 


Including  a  tine  set  of  12  Chippendale  period  dining  chairs  (2  arm 
chairs),  a  matching  2-seater  settee,  a  single  Chippendale  open  arm 
chair  on  carved  cabriole  legs,  a  circular  table  on  carved  birdcage 
tripod,  a  hexagonal  mid-18th  century  mahogany  wine  cooler,  a 
Chippendale  period  cabinet  with  fitted  writing/toilet  drawer,  a 
Chippendale  period  square  urn  stand,  a  set  of  8  Regency  x-frame 
mahogany  dining  chairs,  a  19th  century  vitrine  with  Vernis  Martin 
panels:  a  pair  of  Royal  Worcester  vases  painted  with  oval  figure 
scenes,  a  collection  of  Doctor  Wall  period  Worcester  blue  and  white 
porcelain,  ormolu-mounted  Sevres  vases;  an  18th  century  bracket 
clock  by  Benjamin  Davis;  a  pair  of  bronze  Marli  horse  groups,  other 
bronzes  and  works  of  art. 

View  Saturday  prior  9a.m.  to  Noon:  Monday  and  Tuesday  prior  9  a.m. 
to  5p.m.  Illustrated  catalogue  50p. 

Also:  Wed.,  July  3,  11  a.m.  Silver,  Plated  Ware  and  Jewellery 


Two  of  a  fine  set  of  10  Chippendale  dining  chairs 

Phillips  in  Knowle:  The  Old  House,  Knowle,  Warwickshire.  Telephone  056-45  6151. 
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ORDER  FORM  TO  LONDON  VAT  No.  238  5874  23 

TO:  The  Connoisseur,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SW1V  1HF 

(Reg  Office)  Reg  No  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur/British  Museum  Portfolio,  Amount 

Mr/Mrs/Miss 

Address 

ORDER  FORM  TO  NEW  YORK 

TO:  The  Connoisseur,  224  WEST  57th  STREET,  NEW  YORK,  N.Y.  10019. 

Please  send  me  Copies  of  The  Connoisseur  British  Museum  Portfolio.  Amount 

Mr/Mrs/Miss  

Address 


H.  S.  WELLBY 


Antique  English  and 
Continental  Siller 
Paintings 


Eighteenth-century  black  lacquered  corner  cabinet. 
England,  circa  1785. 
I  [eight  6'  5",  width  36",  depth  3 1 ". 


A  very  large  German  silver  gilt  cup  and  cover 

NURENBERG  c  1620 
BY 

HANNSS  REIFF 
Height  27"  Weight  62  ozs 

16c  Grafton  Street,  London,  W.l 

Telephone:  01-493  1597 


Wakefield-Scearce 


DIRKCT  IMPORTERS 

Historic  Science  Hill,  Washington  Street 
Shelbyville,  Kentucky  40065     (502)  ME  3-1,382 
on  BOTH  main  roads  (U.S.  60  &  1-64 ) 
between  Louisville  and  Lexington 
Open  every  day  U  a.m.  —  5  p.m.  Closed  Sundays. 

Why  Not  Spend  A  Pleasant  Day  or  Two  in  the  Country? 

Located  in  Historic  Science  Hill,  one  of  the  oldest 
buildings  in  Kentucky,  Wakefield  Scearce  Galleries  in- 
vites you  to  visit  and  see  one  of  the  largest  collections 
of  fine  English  antique  furniture,  rare  and  unusual  sil- 
ver and  porcelain,  as  well  as  decorative  accessories. 

Come  and  enjoy  the  day,  then  lunch  or  have  dinner  at 
the  Inn  located  under  the  same  roof.  - 


Galleries 
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Signed  and  dated  1843  Tynemouth  Oil  on  panel 

19J  x  28  ins. 

JOHN  WILSON  CARMICHAEL 
1 800-1 868 


8  NEW  BOND  STREET 
LONDON  WiY  9PE 

OHN  MITCHELL  &  SON  Cables:  Jonmit,  London 
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Kennedy  Galleries  Art  History  Brief  "1 


Kennedy  Galleries  is  pleased  to  introduce  the  first  in  a 
series  of  American  Art  History  Briefs.  Each  of  the  paint- 
ings to  be  reproduced  in  this  series  will  be  an  important 
work  by  a  major  American  artist.  The  accompanying  text 
will  include  a  biographical  sketch  of  the  artist  along 
with  significant  facts  and  historical  background  of  the 


work  reproduced.  In  this  way  we  hope  to  add  to  your 
enjoyment  of  American  art  and  suggest  that  you  clip  out 
the  American  Art  History  Briefs  for  future  reference. 

The  paintings  illustrated  are  from  the  Kennedy  Galleries 
Collection  of  important  works  of  art  for  sale. 


Oil  on  canvas,  187/u  x  29'/»  inches,  Signed  lower  right:  "E.  Johnson,"  Executed  circa  1861-1866 


Card  Playing  at  Fryeburg,  Maine  by  Eastman  Johnson 


EASTMAN  JOHNSON  (1824-1906),  sometimes  referred 
to  by  his  contemporaries  as  the  "American  Rembrandt," 
gained  this  title  through  his  reputation  as  a  genre  painter 
of  scenes  of  rural  19th  Century  American  life.  His  skillful 
execution  of  portraits  and  rustic  subject  matter  resulted 
in  his  election  to  the  National  Academy  of  Design  in 
1859,  as  an  Associate.  The  following  year  he  was  elected 
Academician. 

At  the  age  of  sixteen  he  was  apprenticed  to  a  Boston  lith- 
ographer. In  1849,  Johnson  set  sail  for  Europe,  where  he 


studied  in  Dusseldorf  for  two  years,  and  briefly  in  Paris 
and  The  Hague.  Upon  his  return  to  the  United  States  in 
1855,  he  traveled  throughout  the  country  in  search  of 
subject  matter  for  his  paintings  and  for  commissions.  In 
1859  he  settled  permanently  in  New  York  City,  where  he 
remained  until  his  death  in  1906. 

CARD  PLAYING  AT  FRYEBURG,  MAINE  was  drawn  both 
from  the  reminiscences  of  the  locale  where  he  was  born 
and  the  sketches  made  while  visiting  the  maple  sugar 
camps  during  the  Spring  of  the  early  and  mid  1860's. 


Kennedy  Galleries 

Our  100th  Year:  Founded  1874  by  H.  VVunderlich 
20  E.  56  St.,  N  Y.  10022,  (212)  758-3850,  Telex  14-8381 


LASZLO  MOHOLY-NAGY 

1895-1946 


Purple  Water  Color 

18  x  14 lA  inches 
Signed  and  dated:  L.  Moholy-Nagy  43-46 

Provenance: 
Mrs.  Sibyl  Moholy-Nagy 
Private  Collection 

Literature: 

Moholy-Nagy,  Experiment  in  Tonality, 
Sibyl  Moholy-Nagy,  Figure  79  (reproduced  in  color), 
Harper  Brothers,  New  York,  1950 


MANN 
OALLERDE. 

2951  South  Bayshore  Drive,  Sailboat  Bay,  Penthouse  III,  Miami,  Florida  33133 

(305)  445-3737 
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HOLMES 

MEMBERS  OF  THE  BRITISH 
ANTIQUE  DEALERS'  ASSOCIATION  LTD 

DEALERS   IN  ANTIQUE   SILVER  AND   FINE  JEWELLERY 


An  antique  silver 
George  III  four  piece 
tea  and  coffee  set 
London  1804/ 1805. 
Maker:  Samuel  Hennell 
Weight:  Approximately 
2240  grammes. 
72  ozs  2  dwts. 


An  antique  silver 
Victorian  four  piece 
tea  and  coffee  set 
London:  1867 
laker:  E.  &  J.  Barnard 
height:  2010  grammes 
approximately. 
64  ozs  16  dwts. 


A  BOOK  OF 
HALL  MARKS 
paper  covered  75p 
leather  covered  £1.50 
plus  postage 


HOLMES  LTD.  29  OLD  BOND  STREET,  LONDON,  W.i 


Telephone  01-493  1396 


PHILLIPS  FINE  ART  AUCTIONEERS  SINCE  1796 
Fine  Paintings  through  the  Centuries:  Monday  July  22,  at  2  p.m. 


Sir  Alfred  J.  Munnings  PRA:  Shrimp  on  Ringland  Hills, 
signed,  20  in. x23j  in.  Illustrated  catalogue  65p  by  post. 


The  sale  includes  these  works 
by  former  Presidents  of  the  Royal 
Academy,  among  many  fine 
paintings  by  British  and  Conti- 
nental artists.  The  entire  sale  will 
be  on  view  at  Dowell's  of  Edin- 
burgh (65  George  Street)  on 
July  3,  4  and  5  until  noon  Sat., 
July  6;  at  Phillips  in  Knowle, 
Warwickshire,  on  July  10,  11 
and  12  and  until  noon  Sat. 
July  13;  in  London  on  July  18 
and  1  9,  until  noon  Sat.  July  20 
and  morning  of  sale  until 
10.30  a.m. 


Sir  Edward  John   Poynter   PRA:  Water 
Babies,  signed  with   monogram,  dated 
1900,  20  in.  x  15  in. 


7  BLENHEIM  STREET,  NEW  BOND  STREET,  LONDON  W1 YOAS.  Tel :  01 -4998541 

In  addition  to  salerooms  in  London,  Edinburgh  and  Knowle  Phillips  have  oil  ices  in  Dublin  and  Geneva.  Member  ol  the  Society  ol  Fine  Art  Auctioneers. 


Magnificent  Robert  Adam  satinwood  semielliptical 
commode.  Panels  painted  by  Angelika  Kaufmann. 
Same  decoration  pattern  as  found  in  the  interior 
decoration  of  Osterley  Park.  Published  on  R.  Adam 
furniture  books. 

Length:  1 66  cm. 
Height:  109  cm. 
Depth:  61  cm. 

Price:  £20,000 


Rodolfo  Del  Campo 

V.  Bonaldo  Stringher  31 
00191  Rome  -  ITALY 
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LONDON  IN  MAPS  hotldofl  ttl  MapS  Philippa Glanville 

PHIl.tPPAGLANVlU-V' 


"...  beautifully  produced,  fascinating  and  informative" 
John  Betjeman 

An  outstandingly  handsome  book,  published  by  The  Connoisseur, 
that  re-creates  the  whole  development  of  the  city  in  successive 
maps,  enabling  the  reader  to  discover  how  London  absorbed  the 
surrounding  villages,  and  to  trace  vanished  landmarks.  The 
continuing  changes  in  London's  topography  from  the  foundation 
of  the  city  by  the  Romans  up  to  the  present  day  are  all 
illustrated  in  maps  that  are  both  decorative  and  informative. 

London  in  Maps  is  unlikely  ever  to  be  reprinted.  It  is  the  kind  of 
book  which,  soon  after  publication,  becomes  a  collector's  piece  in 
the  lists  of  antiquarian  booksellers  who  specialize  in  topography. 

Page  size  14^  x  8|  ins.  212  pages  including  69  large-size  maps, 
29  in  full  colour.  Fully  bound  in  gold-block  buckram. 


Order  form 

To :  The  Connoisseur  Books  Division,  Chestergate  House, 
Vauxhall  Bridge  Road,  London  SWi  V  iHF.  (Reg.  Office) 
Reg.  No.  112955  England. 

Please  send  me  copies  of  London  in  Maps  at 

.£15.00  ($37.00)  each. 


I  enclose  my  cheque/draft  for  made  payable 

to  The  Connoisseur. 


Name/address: 


EMILE  LAM Bl NET 
1815-1877 

Barbizon  School 
Oil  on  Panel.  15"  x  22h' 


FRANK  S. 

SCHWARZ^ S0N 
PHILADFXPHIA 

our  43rd  year 


1806  Chestnut  Street,  Phila.,  Pa.  19103 

Suburban  Sejuare,  Ardmore.  Pa.  19003 
215-563-4887 


BIGGS 


of 

M  A  I  1)  E  N  1 1  E  A  D 

(F.  R.  &  M.  H.  STAMP) 


EST.  1866 

Over  WO  years 
of  fine  dealing. 


Early  18th  century  cabinet  on  carved  gillwood  stand,  finely 
decorated  inside  and  out  in  black  and  gold  lacquer. 
Height  64|"  (164  cm),  ex.  width  43"  (109  cm), 
ex.  depth  24"  (61  cm). 

Open  Tuesday  to  Saturday,  Closed  Monday 
Hare  Hatch  Grange,  Nr.  Twyford.  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.8/9) 


Pair  of  10"  Coalbrookdale-type 
candlesticks  with  Meissen  matk  in 
underglaze  blue.  Applied  white 
flowers  with  painted  figural  and 
floral  scenes.  Blue  dot-stippled  on 
white  ground,  heightened  with  gilt. 
Circa:  1830. 


Pair  of  9"  Coalbrookdale  vases, 
unmarked.  Pear  shape  with  double 
scroll  handles.  Painted  rural  scene. 
Brightly  coloured  encrusted  flowers 
on  white  body  heightened  with 
gilt.  Circa:  1830. 


Unmarked  Spode 
inkwell  with 
painted  colourful 
flowers  on  gilt 
ground.  3"  high  x 
4£"  in  diameter. 
Circa:  1820. 


CHARLES  &  ANN  BAUMANN 
449  Westminster  Avenue, 
Elizabeth,  N.  J.  07208. 

212-SA  2-6586  (weekdays) 

2U1-EL  4-0535  (weekdays  and  evenings) 
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A  good  pair  of  Irish  silver  sauceboats  made  by  William  Bennett,  Cork, 
circa  1740.    Weight  34.5  ounces. 


ASPREY  &  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1  Y  OAR.  TEL:  01-493  6767 


KATE  FOSTER  LT 

FINE  EUROPEAN  CERAMICS 


A  du  Paquier 
porcelain  Bowl 
painted  by 
Ignaz  Bottengruber, 
7i  »n. 


1  7  Ryder  Street,  London  SW1Y  6PY 

Telephone  01-8595040  Cables  Katefoster  London  SW 1 


Are  you  a  patron  of  the  arts? 

All  who  appreciate  works  of  art  value  the  National  Art-Collections  Fund. 

Her  Majesty  Queen  Elizabeth  the  Queen  Mother  has  said  "Members  of  the  Fund 
can  fairly  clairn  to  be  the  greatest  collectors  of  all  time,  with  this  fundamental 
difference,  that  whereas  their  predecessors  collected  for 
themselves,  they  collect  for  all  beholders." 

The  Fund  assists  museums  and  art  galleries  to  acquire  works  of  art  and  objects  of 
historical  importance.  In  1 962,  for  example,  the  Fund  was  responsible  for  launching  a 
public  appeal  which  resulted  in  the  Leonardo  Cartoon  being 
acquired  for  the  National  Gallery.  Hundreds  of  works  of  art 
have  been  bought  by  the  Fund. 

Our  museums  stand  as  witnesses  of  our  past  and 
inspiration  for  our  future.  Will  you  help  enrich  our 
heritage  through  the  National  Art-Collections  Fund  ? 

National  Art- Collections  Fund  members  enjoy  many 
privileges 


The  National 
Art- Collections  Fund 


Full  details  of  the  Fund  can 
be  obtained  from: 

The  Secretary. 

National  Art-Collections  Fund,  I 
Hertford  House, 
Manchester  Square, 
LONDON  W1M  6BN 


I  should  like  full  details  of  the  Fund 


Name 


Address. 


When  in  Montreal 
Visit:  Dominion  Gallery 

THE  DOMINION  GALLERY  WITH  Rodin's  "Burgher  of  Calais"  and  Henry  Moore's 
"Upright  Motive"  in  front  of  its  buildings  has  17  rooms  on  4  floors 


Gustave  Courbet.  1819-1877 
"Cheureuils  dans  la  Neige" 
Oil  on  canvas,  13"  x  16" 


SCULPTURES 

BY 

ARCHIPENKO 

MARINI 

**  ARP 

••MATTHEWS 

•BARELIER 

•MINGUZZI 

BUGATTI 

MIRKO 

•CESAR 

••MOORE 

•CHADWICK 

••NEGRI 

••COUTURIER 

•PAOLOZZI 

••ETROG 

REDER 

••FARKAS 

••RODIN 

••FAZZINI 

•ROUSSIL 

GARGALLO 

••SCHLEEH 

•GRECO 

•SCHRECK 

HAJEK 

SUZOR-COTE 

•KENNEDY 

••WINANT 

••MAILLOL 

ZADKINE 

MANZU 

and  others 

PAINTINGS  BY 

AIZPIRI 
ANDREWS,  G. 
BAUER 

BELLOWS,  A.  F. 
BEZOMBES 
BOSBOOM 
BOSCH 

BREANSKI,  DE 
BRIANCHON 
BROWN,  M. 
BUNDY,  E. 
CAMERON 
••CAMPIGLI 
CARR 
CASSINARI 

••More  than 


CHAPELAIN- 

MIDY 
COURBET,  G. 
DAWSON,  M. 
DERAIN 
DUFY 
•EDZARD 
FANTIN-LAT. 
FEDERICO 
FOUJITA 
••FREIMAN,  L. 
••GALL 
•GOMERY 
GUILLEMET 
HALS.  DIRK 
HARPIGNIES 
ten  works 


HEEM,  J.  D.  DE 

HITCHENS 

KRIEGHOFF 

LAVERY 

LEPINE 

LUNY,  W. 
••MAHDY 

MANE-KATZ 
•MANZU 
•MARINI 

MARCHAND,  A. 

MARLOW,  W. 

MARTIN-FER. 
••MATHIEU 

MOMPER,  F.  DE 

MONTICELLI 

•More  than 


•MORRICE 
NETCHER,  C. 
OS.  JAN  VAN 
••OUDOT 
RIOPELLE 
ROYBET,  F. 
SIMON,  T.  F. 
TERECHKOVITCH 
THARRATS 
UNTERBERGER 
••VILALLONGA 
VICKERS 
WALTERS,  G.  S. 
WAROQUIER 
ZADKINE 
and  400  others 
five  works 


Great  European  Artists 
18th  and  20th  Century 

Old  Masters 
185  Canadian  Artists 


CANADA'S  LARGEST  SELECTION 
OF  FINE  PAINTINGS  AND  SCULPTURE 
IN  CANADA'S  LARGEST  ART-DEALER  GALLERY 
1438  Sherbrooke  West  Montreal 
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A  valuation  by  our  professional  valuers  will  not  only  ensure  financial  protection  for  your  fine 
furniture,  pictures,  silver,  porcelain  and  all  other  works  of  art,  but  ALL  your  household  effects 

It  will  substantiate  any  claims  you  may  wish  to  make  in  the  event  of  loss  by  burglary  or  fire, 
or  any  other  cause. 

Our  valuations  are  accepted  by  insurance  companies  and  Lloyds  Underwriters.  Write  now  for 
further  particulars — tomorrow  may  be  too  late. 


Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 


50  Pall  Mall,  London,  SW1 Y  5 LA.         Telephone:  01  -930  3068 
Branches  at  Maidenhead  and  York 


FRANK  CARO 
GALLERY 


White  Jade  rhyton 
17th  Century 
5V2  inches 


FRANK  CARO  •  FRANCIS  CARO 
41  EAST  57th  ST.,  NEW  YORK.  IS.  Y.  10022 
(212)  PL  3-2166 


RUSSIAN  ART 

Russian  school  of  the  20th  century 

Collection 

Christophe  Czwiklitzer 

Exhibition 

from  July  14th  until  September  15th,  1974 

Aladjalov,  Altmann  A.,  Altman  N.,  Andreenko,  Anisfeld, 
Annenkoff,  Archipenko,  Bakst,  Baranoff-Rossine,  Barthc, 
Benatov,  Bcnn,  Bcnois,  Bcrman,  Bilibinc  A..  Blond,  Bolotovsky, 
Burliuk  D.,  Chagall,  Charchoune,  Cheponis,  Delaunay-Terk, 
Dmitrienko,  Eliasberg,  Ender,  Erte  (Romain  de  Tirtoff), 
Exter,  Falk,  Ferat,  Garbell,  Genin  R.,  Goncharova,  Grigorieff, 
Grimm,  Hosiasson,  Iassaiev,  Jawlensky,  Kandinsky,  Kaplan, 
Karskaja,  Khmeluk,  Khodossievitch-Leger,  Kikoine,  Kogan, 
Korovine,  Kremegne,  Kulvianski,  Kuspezian,  Lanskoy, 
Larionov,  Lipchitz,  Lissitzky,  Lozowick,  Loukomski,  Malevitch, 
Maliavine,  Mane-Katz,  MansourofT,  Mamonov,  Milshtein, 
Mintchine,  Orloff  C,  Picelny,  Poliakoff,  Pogedaieff,  Popowa, 
Pt>ugny,  Rodchenko,  Rosanova,  Ryback,  Segall  L.,  de  Stael, 
Sterenberg,  Soudeikine,  Soutine,  Staritsky,  Survage,  Szmusz- 
kovicz,  Tchekhonine,  Tchelitchev,  Terechkovitch,  Vassiliev, 
Volovick,  Wakhevitch,  Walkowitz,  Werefkine,  Yakoulov, 
Zack,  Zadkinc,  Zinoviev,  etc. 


HEIDELBERGER  KUNSTVEREIN 

Hauptstrasse  97 
6900  Heidelberg  -  Western  Germany 
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Sicvre  &uj&&fv  and  Gr?ititieiita£  e^&er,  c^Hiniaiiv^es. 


A  superb  gold  and  diamond  mounted  agate  Snuff  Box,  actual  size. 
This  snuff  box  is  one  of  the  scries  supplied  to  Frederick  of  Prussia 
by  the  Berlin  Crown  Jewellers,  the  brothers  Jordan  and  Daniel 
Baudcsson,  between  1752  and  1775. 

An  example  from  our  Collection  of  Snuff'  Boxes. 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.I" 


Although  Carrington's  have  always  enjoyed 

a  reputation  for  antique  silver  of  the  finest 
classical  design,we  also  hold  one  or  two  more 
unusual  pieces  which  may  be  of  interest  to  the  collector. 

For  instance, this  handsome  two-bottle  cruet 
by  Robert  Garrard  (1836). 

And  below,  a  George  1 1 1  silver  and  coral  rattle  (with 
whistle  and  comforter)  by  Samuel  Pemberton. 


CARRINGTON 


130  Regent  StreetWl. 


DSCAR  AND  PETER  JOHNSON  LIMITED  0 


We  are  interested  in  purchasing 
18th  &  19th  century  paintings  and 
advising  on  valuations  for  insurance 


LOWNDES  LODGE  GALLERY 
27  LOWNDES  STREET  LONDON  SWiX  9HY 

Telephone:  01-235  6464/5  Cables:  ARTCOS,  LONDON,  SWiX  9HY 

(opposite  The  Carlton  Tower  Hotel) 


JMrminfl&am  gnlber,  3nc. 

Is  happy  to  announce  the  opening  of  a 
new  showroom  in  New  York  City 

362  FIFTH  AVE.  N.Y,  N.Y.  10001  (212)  947-3694-5 

UNDER  THE  SALES  DIRECTION  OF  MR.  A.  C.  HIRSCH 

Complete  line  of  fine  Sheffield  Reproductions  to  the  Trade 


7  Pc.  Tea  &  Coffee  set,  large  capacity.  Silver  plate 
on  copper  with  sterling  silver  borders,  hand-chased. 
Including  30"  tray,  oval  or  oblong.  All  open  pieces 
are  gold-lined. 


Square  5  branch  Candelabra  with 
removable  arms  and  bobeches, 
and  applied  Rococo  borders. 
Height  19".  Heavily  silver  plated 
on  copper.  Plating  guaranteed  to 
wear  for  approx.  10  yrs. 


BIRMINGHAM  SILVER  INC. 


Punch  Bowl  Unit  -  including  4  gallon  punch 
bowl,  21"  tray,  12  footed  cups,  matching  ladle. 
All  with  hand-applied  Chippendale  borders. 
Heavily  silver  plated.  Plating  guaranteed  for 
approximately  10  years. 

125  GROVE  STREET,  YALESVILLE 
CONN.,  06422  (203)  269-1471 


The 


Map  House 


An  interesting  small  map  of  The  Americas,  showing 
California  as  an  island,  published  in  1646. 
The  map  was  engraved  by  Peter  Van  den  Keere. 


54  BEAUCHAMP  PLACE, 
KNIGHTSBRIDGE,  LONDON  SW3 

Tel:  01-589  4325 


Bentley  &  C 

Fine  Antique  Jewels 


-Q  jjine  lActotian 
citculdt 

&ccl  I860. 


65  NEW  BOND  STREET  W.i. 
Tel.  01-629  06 51 
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COLNAGHI'S 


HENDRICK  GOLTZIUS 
1558-1617 


Black  chalk,  signed  and  dated  [i5]94,  size  258  x  302  mm 


1 

■■  4 

Life  Study  of  a  Young  Woman 


Exhibition  of 

OLD  MASTER  DRAWINGS 

25  th  June  -  1 3  th  July 

14,  Old  Bond  Street, 
London,  W.i. 


Telephone:  01-493  1943 
Cables:  Colnaghi,  London 


Mon-Fri  10-5.30  pm 


JULIUS  BOHLER 

OLD  MASTER  PAINTINGS 
SCULPTURE  WORKS  OF  ART 


MUNICH 

Briennerstr.  25 

TELEPHONE:  MUNICH  (089)  555229 
TEL.  ADDRESS:  PAINTINGS 


Irish  Silver  Gilt  Cup  and  Cover, 
bv  Richard  Williams.  Dublin  1780. 
Weight  85  oz  2  dwt      Height  16\  in. 
Contemporary  arms  are  those  of  Moore  (The  Gift  of 
John,  Earl  of  Clare,  Lord  Chancellor  of  Ireland  to  the 
Rev.  Robert  Moore). 

de  Havilland  (Antiques)  Ltd 

41  Old  Bond  Street,  London  W1X  3AF 
Tel.  01-493  4392 

"Happy  and  kumfi  I  shall  be 
Gander  and  White  him  packee  me" 

GANDER  &  WHITE  LTD. 

ANTIQUES,  FURNITURE 
and 

WORKS  OF  ART 
PACKED  AND  SHIPPED 
to  all  parts  of  the  world 

OVERSEAS  HOUSEHOLD  REMOVALS 

EMPRESS  PLACE,  LILLIE  ROAD 
LONDON  SW6  1TT 

01-381  0811,2  &  3  01-385  0309 
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112  MOUNT  STREET  LONDON  W1Y  5HE 


TT)T7  1~>T>"\7   TTTT  T    f  AT  T  T7  T>  1TJ  C  743  fifth  avenue,  new  york.n.y.,  10022 

XjULxvrv  x  -JnLlJ^JL  kj  I\L,LiEL IyIx!  o  (212)753-8130     cables  berryhill  n.y. 


SHANGHAI— THE  BUND,— in  1855 

Of  fine  quality  and  important  proportions;  Oil  on  canvas,  20'//'  x  57W 
In  ebonized  frame,  overall,  27"  x  43" 
People  tan  be  seen  walking  along  the  Bund,  which  is  portrayed  in  fascinating  detail. 
Among  the  ships,  an  American-Flag  Sidewheeler  is  prominent  at  the  left,  with  one  of  its  dinghies,  flying  the  American  Flag,  nearby. 


CHARLES  WOOLLETT  &  SON 

(Member  of  the  B.A.D.A.  Ltd.) 


■■BMP 


A  very  fine  pair  of  Italian  Bronze  and 
Wrought-Iron  Folding  Stools  of  Renais- 
sance design,  with  turned  uprights  and 
mace-shaped  finials,  the  velvet  cushion  seats 
on  curvilinear  X-shaped  frames. 

59/61  WIGMORE  STREET  LONDON  W1H  9LF 

Established  1889  Phone  01-935  S664 


ANTIQUES  AND  WORKS  OF  ART 


A  Dr.  Wall  Worcester  Polychrome  Tureen, 
Cover  and  Tray,  in  mint  condition. 


Rowland's  Antiques 

Route  202  -  Route  413 
Buckingham,  Bucks  County,  PA.  18912 
Telephone:  (215)  794-7611 

Member  of  The  National  Antique  and 
Art  Dealers'  Association  of  America,  Inc. 
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Christie's 


Thursday,  July  18th  and 
Friday,  July  19th 


Fine  Pictures  by  Old  Masters 

The  Properties  of  Sir  Anthony  Blunt,  K.C.V.O.,  Colonel  F.  T.  Davies, 

The  Hon.  Henry  Digby,  Viscount  Harcourt,  K.C.M.G.,  The  Rt.  Hon.  Lord  Kilmany, 

P.C.,  M.C.,  Major  W.  E.  P.  Miller,  Mrs.  Harry  Payne  Bingham, 

Dr.  and  Mrs.  Richard  H.  Rush,  The  late  Commander  James  Dugdale, 

The  late  Senator  Joseph  S.  Frelinghuysen  of  New  Jersey, 

The  late  Lady  Patricia  Ramsay,  and  others. 


The  Resurrection,  by  Sebastiano  Ricci,  78  in.  by  45  in. 

Catalogue  (113  plates,  including  1  in  colour),  available  from  our  London  Office,  price  £2.20  post  paid, 
or  from  our  New  York  Office,  price  $5.50  post  paid 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Thursday,  July  25th  and 
Friday,  July  26th 


Fine  Victorian  Pictures 

The  Properties  of 

Lord  Camoys 

The  Earl  of  Shelburne 

The  late  Lady  Patricia  Ramsay 

and  others. 


1.  / 


- 


_30T 


Acacias,  by  Albert  Joseph  Moore,  signed  with  a  butterfly, 
23iin.  by  15.Un. 


The  loom,  by  Charles  Edward  Perugini, 
50in.  by  36in. 


Catalogue  (54  plates),  available  from  our  London  Office, 
price  £1.50  post  paid,  or  from  our  New  York  Office, 
price  $4.00  post  paid. 


All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 


Thursday,  July  11th  and 
Friday,  July  12th 


Modern  British  Paintings,  Drawings  and  Sculpture 

The  Properties  of  Anton  Lock,  Esq.,  Gwen,  Lady  Melchett,  The  late  Lady  Berwick, 
The  late  Lady  Patricia  Ramsay,  The  late  Major-General  Sir  Edward  Spears,  K.B.E., 
C.B.,  M.C.,  The  Maleham  Bequest,  and  others. 


n 


A  Station  Approach,  byjLaurence  Stephen  Lowry,  R.A., 
signed  and  dated  1960,  30in.  by  40in. 


The  White  Pony  'Augereau'  in  the  Gravel  Pit,  1911, 
by  Sir  Alfred  Munnings,  P.R.A.,  signed,  40in.  by  53in. 


Catalogue  (50  plates,  including  2  in  colour)  available  from  our  London  Office  price  £1.45  post  paid, 
or  from  our  New  York  Office,  price  %4.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 


Tuesday,  July  23rd 


Fine  Victorian  Drawings 
and  Watercolours,  including 
Military  subjects 

The  Properties  of 

The  Earl  of  Haddington,  K.T.,  M.C.,  T.D. 

Martin  Whiteley,  Esq. 

The  late  Lady  Patricia  Ramsay 

and  others. 


Earth  Mother,  by  Sir  Edward  Coley  Burne-Jones,  Bt.,  A.R.A., 
signed  with  initials  and  dated  1882,  gesso,  1 7.1  in.  by  lO.lin. 


Sunset  at  Chimalditi,  by  William  Holman 
Hunt,  O.M.,  signed  with  monogram  and 
inscribed  and  numbered  2  on  the 
artist's  label,  watercolour  heightened  with 
white,  1 3 Jin.  by  19|in. 


Catalogue  (19  plates,  including  2  in  colour),  available  from  our  London  O  ffice,  price  58p  post  paid, 
or  from  our  New  York  Office,  price  $2.50  post  paid. 


All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 


Wednesday,  July  24th 


Victorian  and  Early  19th  Century 
Silver 

The  Properties  of 
J.  C.  Buchanan,  Esq., 
The  Lord  Macdonald 

Macdonald  of  Macdonald 
Laura,  Duchess  of  Marlborough 
The  late  Lady  Patricia  Ramsay 
The  Trustees  of  Hallam, 

Lord  Tennyson's  Will  Trust 
and  others. 


Victorian  nine-light  candelabrum-centrepiece,  by  Stephen  Smith, 

1869,  30in.  high. 


Victorian  table-centrepiece,  formed  as  Robert  the  Bruce  in 
combat  with  Baron  de  Bohun,  by  Robert  Garrard, 
1844,  21  in.  high 


William  IV  table-centrepiece,  formed  as  Balfour  of  Burley 
in  combat  with  Serjeant  Bothwell,  by  Robert  Garrard, 
1831,  18in.  high. 


Catalogue  (15  plates),  available  from  our  London  O  ffice,  price  46p  post  paid, 
or  from  our  New  York  Office,  price  $1.50  post  paid. 


All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Antiquities 


Roman  marble  head  of  a  Maenad,  Hadrianic, 
early  2nd  century  A.D.,  12in.  high. 


The  sale  is  in  two  parts. 

Catalogue  for  Part  I  (39  plates),  available  from  our  London  Office,  price  £1.05  post  paid, 
or  from  our  New  York  Office,  price  $3.00  post  paid. 

Catalogue  for  Part  II  (25  plates,  including  1  in  colour),  available  from  our  London  Office,  price  95p.  post  paid, 
or  from  our  New  York  Office,  price  %2.50  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Wednesday,  July  10th  and 
Thursday,  July  11th 
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Christie's 


Thursday,  July  18th 


Fine  Indian,  Tibetan  and  Nepalese  Works  of  Art 

The  Properties  of  The  late  Lady  Patricia  Ramsay,  and  others. 


Pala  black  shale  stele  with  a  central  seated  figure  of  Pala  black  shale  stele  with  a  central  figure  of  Visnu  Trivakrama 

Aksobhya,  11th  century,  42in.  high.  flanked  by  Laksmi  and  Sarasvati,  10th  century,  57in.  high. 


Catalogue  (71  plates,  including  2  in  colour),  available  from  our  London  Office,  price  £2.20  post  paid, 
or  from  our  New  York  O  ffice,  price  $5.50  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's  at 


Thursday,  July  11th 


Veteran  and  Vintage  Cars,  Aeroplanes,  Horse-Drawn  Vehicles 
and  Related  Material 


1901  Clement-Panhard  4j  h.p.  Stirling  dog  cart. 


1912  Rolls-Royce  Silver  Ghost  Limousine,  by  Mulliner. 

Catalogue  (68  plates),  available  from  our  London  Office,  price  £2.20  post  paid, 
or  from  our  New  York  Office,  price  $5.50  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 

Forthcoming  Sales 


JULY  1974 


Sales  begin  at  1 1  a.m.  precisely,  unless  otherwise  stated  and  are  subject 
to  the  conditions  printed  in  the  catalogues.  Those  sending  commissions 
or  making  enquiries  should  refer  to  the  sale  code  name  which  is  in  brackets 
after  each  sale. 


Monday  1st  at  1 1  a.m.  and  2.30  p.m. 
Fine  Chinese  Jades  and  SnufT-bottles 

(Crystal) 

Monday  1st  at  9  p.m. 
Impressionist  Paintings  (Fleur) 
Tuesday  2nd 

Impressionist  Paintings,  Drawings  and 
Sculpture  (Fleur) 
Tuesday  2nd  at  2.30  p.m. 
Modern  Paintings,  Drawings  and 
Sculpture  ( Fleur) 
Wednesday  3rd  at  10.30  a.m. 
Valuable  Printed  Books  (Fashion) 
Wednesday  3rd  and  Thursday  4th 
Important  Old  Master  and  Modern  Prints 
(Walter) 

Thursday  4th  at  1 1.00  a.m.  and  2.30  p.m. 
Fine  Continental  Furniture  and  Tapestries, 
Objects  of  Art  and  Clocks,  Eastern  Rugs 
Carpets  (Griffin) 
Thursday  4th 

Vintage  Port,  Sherry  and  Cognac  (Negus) 
Thursday  4th  at  2.30  p.m.  and  Friday  5th 
Fine  Continental  Pottery  and  Porcelain 

(Cozzi) 

Friday  5th  at  10.30  a.m. 
Impressionist  and  Modern  Paintings, 
Drawings  and  Sculpture  (Fleur) 

Monday  8th 

English  Pottery  (Basalt) 

Monday  8th  at  1 1  a.m.  and  2.30  p.m. 

Fine  Chinese  Export  Enamels,  Porcelain 

Ceramics  and  Works  of  Art,  including  the 

J.  A.  Lloyd  Hyde  collection  of  Canton  and 

Peking  Enamels  (Enamel) 

Tuesday  9th 

Primitive  Art  (Feather) 

Wednesday  10th  at  11  a.m.  and  2.30  p.m. 

Highly  Important  Jewels  (Miseroni) 

Wednesday  10th 

English  and  Foreign  Silver  (Shrive) 
Wednesday  10th  at  1 1  a.m.  and  2.30  p.m. 
and  Thursday  1 1th 
Antiquities  (Hera) 

Wednesday  10th  and  Thursday  1 1th 
Sale  of  Bordeaux,  Burgundy  and  German 
Wines  (Meurice) 
Thursday  11th 

Fine  English  Furniture  Objects  of  Art, 
Eastern  Rugs  and  Carpets  (Gumley) 
Thursday  11th  at  10.30  a.m. 
Oriental  Manuscripts  and  Miniatures 

(Abbas) 


Thursday  I  Ith  at  11.15  a.m.  and  2.30  p.m. 
Important  Western  Manuscripts  and 
Miniatures  (Prince).  (Immediately  following 
the  above  sale) 

Thursday  1 1th  at  2.15  p.m.  and 

Friday  12th  at  10.30  a.m. 

Modern  British  Paintings,  Drawings  and 

Sculpture  (Hazel) 

Monday  15th 

English  Porcelain  (Derby) 

Monday  15th  at  1 1  a.m.  and  2.30  p.m. 

Oriental  Ceramics  and  Works  of  Art 

(Kwangsi) 

Tuesday  16th  at  10.30  a.m.  and  2.30  p.m. 

Fine  Clocks,  Watches  and  Scientific 

Instruments  (Epsilon) 

Tuesday  16th  at  11  a.m.  and  2.30  p.m. 

Fine  English  Prints,  Drawings  and 

Watercolours  (Ernest) 

Tuesday  16th  and  Wednesday  17th 

at  1 1  a.m.  and  2.30  p.m. 

Fine  Japanese  Works  of  Art  (Imari) 

Wednesday  17th 

Fine  English  and  Foreign  Silver  (Tatler) 
Wednesday  17th 

Modern  Sporting  Guns  and  Vintage 

Firearms  (Conway) 

Thursday  18th  at  10.30  a.m. 

Fine  Indian,  Tibetan  and  Nepalese 

Works  of  Art  (Padma) 

Thursday  18th  at  10.30  a.m. 

English  and  Continental  Oak,  Pewter  and 

Metalwork  (Haddock) 

Thursday  18th 

Fine  Wine  (Fison) 

Thursday  18th  at  2.30  p.m. 

Art  Nouveau  (Tiffany) 

Thursday  18th  at  2.30  p.m.  and 

Friday  19th  at  10.30  a.m. 

Fine  Pictures  by  Old  Masters  (Dahlia) 

VICTORIAN  WEEK  July  22nd  -  26th 
Monday  22nd 

Fine  Victorian  Ceramics  and  Glass 

(Cameo) 
Tuesday  23rd 

Typewriters,  Musical  Boxes,  Talking 
Machines  and  Dolls  (Duotrac) 
Tuesday  23rd  at  1 1  a.m.  and  2.30  p.m. 
Miniatures  and  Objects  of  Vertu  (Lory) 
Tuesday  23rd 

Fine  Victorian  Drawings  and  Watercolours 
including  Military  subjects  (James) 


Wednesday  24th  at  10.30  a.m. 
Fine  Arms  and  Armour  (Cook) 
Wednesday  24th 

Victorian  and  Early  19th  Century  Silver 

(Vale) 

Thursday  25th 

Victorian  Furniture  and  Objects  of  Art 

(Haig) 

Thursday  25th  at  1 1  a.m.  and  2.30  p.m. 
Victorian  Cameras,  Photographs  and 
Photographica  (Scope) 
Thursday  25th 

End  of  Season  Wine  Clearance  Sale  (Last) 
Thursday  25th  at  2.30  p.m.  and 
Friday  26th 

Fine  Victorian  Pictures  (Lily) 
Monday  29th  at  1 1  a.m.  and  2.30  p.m. 
English  and  Continental  Porcelain  of  the 
19th  Century  (Samson) 
Monday  29th  and  Tuesday  30th 
Oriental  Ceramics  and  Works  of  Art 
(Anhwei) 
Tuesday  30th 

Drawings  and  Watercolours  (Edward) 
Tuesday  30th 

Fine  Civil  and  Military  Uniforms, 
Military  Paintings,  Drawings  and  Prints, 
Militaria,  Embroidery,  Costume  and  Fans 

(Civilian) 

Wednesday  31st  at  10.30  a.m. 
Printed  Books  (Wenslydale) 
Wednesday  31st 

English  and  Foreign  Silver  (Whitfield) 
AUGUST 

Thursday  1st  at  10.30  a.m.  and  2.30  p.m. 
Fine  English  and  Continental  Furniture 
Objects  of  Art,  Eastern  Rugs  and  Carpets 

(Hallett) 

Thursday  1st  at  2.30  p.m.  and  Friday  2nd 
Pictures  by  Old  Masters  (Lettice) 
Monday  5th  at  10.30  a.m. 
Victorian  Staffordshire  Portrait  Figures, 
Pot-lids  and  Fairings  (Pretender) 
Tuesday  6th 

English  Drawings  and  Watercolours 

(Nicholas) 
Wednesday  7th 

English  and  Continental  Furniture  and 
Objects  of  Art  (Hamilton) 
Thursday  8th  at  1 1  a.m.  and  2.30  p.m. 
English  and  Continental  Pictures  of  the 
19th  Century  (Fiona) 


CHRISTIE'S  AT  BEAULIEU  AUTUMN  SEASON 

Thursday,  July  11th,  at  11  a.m.  Christie's  Autumn  Season  will  begin  on  Monday, 

Veteran  and  Vintage  Cars,  Aeroplanes,  Horse-Drawn  Vehicles  September  23rd,  with  the  sale  of  The  Verspyck 

and  Related  Material  (Bentley)  Mijnssen-Duyvis  Collection  of  Dolls  and  Toys. 


Our  representatives  in  America :  California :  Barbara  Roberts  Associates  Inc. 

New  York:  Perry  T.  Rathbone,  Christopher  Burge,  David  Hall  450  North  Roxbury  Drive,  Beverly  Hills, 

867  Madison  Avenue,  New  York.  N.  Y.  10021.  Tel:  (212)  744.4017.  California  90210. 

Telex:  New  York  620721.  Cables:  Chriswoods.  N.  Y.  Tel:  (213)  273.0550.  Telex:  Beverly  Hills  674858. 


Telephone:  (01)  839  9060    Telex:  916429 
8  King  Street  St  James's  London  SWlY  6QT       Telegrams:  Christian  London  swi 


BEARNES  SALEROOMS 

(Bcarnes  &:  Waycotts) 
3,  Warren  Road,  Torquay,  TQ2  5TG.  Telephone:  25852 

Ey&a                                         .  "i 

Sale  by  Auction  on 

TUESDAY,  JULY  30th  1974 

of 

1 8th  &  19th  century  and  Old  Master 

OIL  PAINTINGS 

Watercolours  Prints 

5to^Ji£s^3WE»4-  ,  ^^rPPWESSg^V} "J>t?^TmSB 

ON  VIEW  : 

TORQUAY.  Monday,  29th  July,  1974,  10  a.m.  -  5  p.m. 

LONDON.  This  oil  painting  and  other  selected  pictures 
from  this  sale  will  be  on  view  at:- 

The  St.  James  Room, 
Cavendish  Hotel, 
Jermyn  Street, 
London,  S.W.I 

on  Thursday,  18th  July,  1974,  10  a.m. -4  p.m. 

Catalogues  price  50  pence 
from  the  auctioneers  as  above. 

JOHN  CONSTABLE,  R.A.  -  A  View  of  Dedham  Vale  from  Eas 
Bergholt,  oil  on  canvas,  17"  x  21V' 

The  Antiques 

Center 
of  America 


NEW  YORK'S  ORIGINAL  ANTIQUES  CENTER 

•  where  collectors  and  dealers  shop  for  a  vast  and  varied 

choice  of  interesting  items 

•  where  modest  overhead  makes  realistic  prices  possible 

•  where  knowledgeable  dealers  specialize  in  popular 

collecting  categories 

•  where  spacious,  gracious  quarters  make  antique 

shopping  truly  a  pleasure 

415  East  53rd  Street,  New  York,  N.Y.  10022 
between  Sutton  Place  and  First  Ave. 
(212)  486-0941 

Hours:  Tues.-Sat.  10:30-5:30;  Sun.  1-6 
Closed  Mondays         Admission  Free 


( \/>/c/-s  d'art  (Je&erve  ((fc/u/c//(///////(/ 

Wendelighting  is  a  visual  experience.  It's  color,  texture  and  form  quietly 
awakened  to  add  a  subtle  note  of  drama  and  intimacy.  Wendelighting 
is  concealed,  optical  projectors  that  bathe  only  the  desired  areas  with 
bright,  even  illumination.  Discover  how  this  controlled  area  lighting 
for  art,  antiques,  furniture  or  landscaping  can  enhance  your  interior  or 
exterior  settings.  For  a  28-page,  full  color  brochure  send  $1.50  to 
Wendelighting,  Dept. CM,  9068  Culver  Blvd.,  Culver  City,  Calif.  90230. 

\SSk 

Wcndelighting/Division  of  Eric  lackson  &  Son,  Inc.  /9068  Culver  Blvd..  Culver  Cily.  CA.  (213)  559-4310 
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Soft  rain  water  falls  from  the  clouds 
above  the  Malvern  Hills  and  filters  for 
three  months  through  their  granite  fissures 
So  you  can  be  sure  that  Schweppes 
Malvern  Water  is  naturally  pure. 


26th  ANTIQUE  DEALERS  FAIR 


PRINSENHOFMUSEUM 

DELFT— HOLLAND 


£4, 


August  22nd  -  September  11th,  1974 


4fc 


Weekdays  from  10.00  a.m. -5. 00  p.m. 
Sundays  from  1 .00-5.00  p.m. 

Tuesdays  and  Thursdays  also  evenings  from  7.00-10.00  p.m 


Biedermeier  Furniture 

by  Georg  Himmelheber 

Dr  Himmelheber's  book,  which  was  commissioned  for  the 
'Faber  Monographs  on  Furniture'  series,  is  the  first  com- 
prehensive treatment  of  the  subject  to  appear  in  either 
English  or  German.  The  author  is  an  expert  on  German  nine- 
teenth-century furniture  and  works  at  the  Bavarian  National 
Museum  in  Munich. 

The  book  was  translated  and  edited  by  Simon  Jervis  and  the 

Foreword  was  written  by  Peter  Thornton. 

With  122  plates,  4  in  colour,  and  a  map.  £12 


PITT  AND  SCOTT 
OLD  HANDS 
AT  HANDLING 
OLD  MASTERS 

Experience  is  a  priceless  asset  for  any  company 
involved  in  the  packing  and  shipping  of  valuable 
works  of  art. 

And  at  Pitt  and  Scott,  we  have  more  of  it  than  most. 
Our  packers  know  how  to  prepare  a  painting  for  any 
journey  anywhere  in  the  world — how  to  protect  it 
from  shock  damage,  changes  in  humidity,  changes 

in  temperature. 
One  of  our  directors  takes  personal  responsibility  for 

each  consignment  and  removal  companies 
overseas  are  selected  and  briefed  at  director  level,  so 
that  you  can  rest  confident  that  your  shipment  will 
have  the  same  impeccable  handling  at  all  the  stages 

of  its  journey. 
Not  surprisingly,  we  are  called  upon  to  handle  the 
shipping  of  a  very  large  number  of  works  of  art — at 
our  London  depot,  we  have  thirty-five  craftsmen 
permanently  employed  in  handling  and  packing. 
So  if  you're  a  dealer,  you  should  be  using  us. 
If  you're  a  buyer,  insist  on  us. 
You'll  be  in  safe  hands. 

PITT  &  SCOTT  LTD 


Faber  and  Faber 


MALCOLM  FRANKLIN 

INCORPORATED 
1 26  EAST  DELAWARE  PLACE       CHICAGO,  ILL.  6061 1 
DELAWARE  7-0202 


IN  SAFE  HANDS 


.  Eden  Grove,  London  N7  8ED. 
y^H-^y  Tel:  01  -607  7321 . 
ANTIQUES  SHIPPED  ANYWHERE  IN  SAFE  HANDS 


An  elegant  pair  of  Davenport  porcelain 
Fruit  Coolers  with  arched  dolphin 
decoration  and  blue  borders. 
Dating  Circa  1810. 
13"  high. 


The  Connoisseur,  July,  1974 


Anno  Domini 

66  Pimlico  Road,  London  swi 
Tel:  01-7305496 

ljth,  18th  and  Early  19th  century  furniture, 
mirrors  and  decorative  items 

Thos.  Agncw  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Albert  Amor  Ltd. 

37  Bury  Street,  St.  James's,  London  swi 
Tel:  01-9302444 

English  and  Continental  Porcelain 

Maria  Andipa's  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  lgth  Century 

Arcade 

28  Old  Bond  Street,  London  wi 
Tel:  01-493  1879 

Works  of  Art  from  Classical  Greece  to  the 
lgth  century 

A.  Arditti 

12b  Berkeley  Street,  London  wi 
Tel:  01-629  0885 

Tapestries,  needlework,  textiles 

Barling  of  Mount  Street 

112  Mount  Street,  London  wiy  5 he 

Tel:  01-499  2858.  Cables:  Bargro,  London  wi 

Early  English  and  Continental  furniture,  early 
European  and  oriental  works  of  Art 

Baxter 

191-193  FulhamRoad,  London  SW3 
Tel:  01-352  9826 

Fine  18th  century  English  Furniture 
Bentley  &  Co. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651/0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

N.  Bloom  &  Son 

153  New  Bond  Street,  London  wi 
Tel:  01-629  5°6o 

Antique  Silver  Jewellery,  Bronzes,  Objcts  d'Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 
Tel:  01-429  4018/3397 

Chinese  Ceramics  and  Works  of  Art, 
Islamic  Pottery 

Brod  Gallery 

24  St. James's  Street,  London  swi 
Tel:  01-839  3781/2 

Fine  Paintings  and  Drawings 


Bruford  &  Carr 

91  Mount  Street,  Mayfair,  London  wi 
Tel:  01-499  7644 

Antique  and  modern  domestic  silverware  and 
individualistic  jewellery 

W.  G.  T.  Burne 

1 1  Elystan  Street,  London  SW3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 

Clarges  Fine  Art 

5th  floor,  1  Hanover  Street,  London,  wi 
Tel:  01-43  7  0986. 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  loth  and  20th  centimes 

BY  APPOINTMENT 

William  Clayton  Ltd. 

38  Bury  Street,  St.  James's,  London  swi 
Tel:  01-930  1 1 73 

Fine  Chinese  jade  porcelain  and  works  of  art 
Edward  Cohen 

40  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  5180 

Fine  paintings 
Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-493  1943 

Fine  old  master  paintings,  drawings  and  prints 

Richard  Courtney 

114  Fulham  Road,  London  SW3 
Tel:  01-370 4020 

Fine  18th  century  English  furniture  and 
works  oj  art 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modem  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel:  01-584  7566 

20th  century  masters,  neglected  painters 
younger  British  artists 

Drian  Galleries 

5-7  Porchestcr  Place,  London  W2 
Tel:  01-723  9473 
Modern  Masters 

Philip  Duncan  Ltd. 

Lowndes  Lodge,  28  Lowndes  Street, 
London  swi,  Tel:  01-235  1512/1513 

18th  Century  Furniture 
Porcelain  and  Works  of  Art 


Tom  Errington  Ltd. 

26  Sackvillc  Street,  London  wi 
Tel:  01-4372606 

Dealers  in  Chinese  Archaeology,  Bronzes  from  the 
Shang  Dynasty,  pottery  to  end  of  T'ang  Dynasty 

Ferrers 

9  Piccadilly  Arcade,  London  swi 
Tel:  01-493  6948 

French  Paintings  and  Drawings  from  ljoo  to  1900 
Victorian  Paintings  and  Art  Nouveau 

Fernandes  &  Marche 

i7Motcomb  Street,  Belgravc  Square, 
London  swi,  Tel:  01-235  6773 

18th  Century  Furniture,  English  gilt-wood  mirrors 
and  tables 

Fischer  Fine  Art  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5 1 16 

British  Art  of  the  1 8th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Franses  of  Piccadilly 

169  Piccadilly,  London  wi,  Tel:  629  2434/1935 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Victor  Franses  Gallery 

57jermyn  Street,  St.  James's  swi  Y  6lx 
Tel:  01-493  6284 

European  and  Oriental  rugs,  carpets,  tapestries, 
needleworks  and fine  works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

i8th-igth  Century,  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry 

58Jermyn  Street,  St. James's,  London  swi 
Tel:  01-493  449*5,  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
18th  and  19th  centuries 

Galerie  George 

96-98  George  Street,  London  wih  5RI 
Tel:  01-935  3322 

18th  and  19th  century  fine  English  and  Continental 
paintings.  Large  selection  at  competitive  trade  prices 


David  Geider  Gallery 

9  West  Halkin  Street,  London  swi 

Tel:  01-235  562.3 
*  Dutch  1  jth  to  lgth  Century  Paintings  and 
'  English  18th  and  lgth  Century  sporting, 

landscape  and  marine  paintings 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  w  1 
Tel :  01-629  2008  /9 

English  and  Oriental  works  of  Art  and  Paintings 

Gimpels  Fils 

30  Davies  Street,  London  wi 

Tel:  01-493  24SS,  Cables:  Glimpclfils  London 

20th  Century  and  Contemporary  Paintings  and 
Sculpture 

Glaisher  &  Nash 

Lowndes  Lodge,  Cadogan  Place,  London  swi 
Tel:  01-235  2285 

J  8th  and  early  19th  century  furniture  and 
works  of  art 

Grabowski 

84  Sloane  Avenue,  London  SW3 
Tel:  01-589  1868 

Contemporary  paintings  and  tapestry 
Richard  Green 

44  Dover  Street,  London  w  1 ,  Tel :  01-493  7997 
Fine  Paintings 

Grosvenor  Gallery 

48-49  South  Molton  Street,  London  wi 
Tel:  01-629  0891 

20th  Century  Masters,  Contemporary  European, 
American  and  Chinese  Paintings  and  Sculpture 

Hallsborough  Gallery 

143  New  Bond  Street,  London  wi 

Tel:  01-499  1923,  Cables:  Pictorio,  London  wi 

Important  Old  Masters,  igth-20th  Century 
Paintings 

W.  R.  Harvey  &  Co.  (Antiques)  Ltd. 

67-70  Chalk  Farm  Road,  London  nwi 
Tel:  01-267  2767  and  01-485  1504 

Specialists  in  18th  and  early  tgth  Century  English 
Furniture,  and  works  oj  art 

Harvey  &  Gore 

4  Burlington  Gardens,  London  wix  ile 
Tel:  01-493  2714 

Antique  jewellery  and  silver,  Sheffield  Plate 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-9306821 

Italian  1  jth  and  1 8th  Century  Paintings, 
French  Paintings  of  the  Barbizon  School 


Heim  Gallery 

59jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  °688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London,  wiy  2NY.  Tel:  01-499  3011 

Antique  and  modern  jewellery  and  silver,  domestic 
silver  by  the  Hennellsfiom  1737 

Herner  Wengraf 

62  South  Audley  Street,  London  wi 
Tel:  01-629  0223 

Fine  Old  Masters  and  1  gth  Century  Paintings 

Hollingshead  &  Co. 

783  Fulham  Road,  sw6 
Tel: 01-385  8519 

Marble  or  Wood  Fireplaces  and  Grates.  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  works  undertaken 

Holmes 

29  Old  Bond  Street,  London  wi 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modern 
silver 

George  Horan  (Oriental  Antiques)  Ltd. 

28  St.  Christopher's  Place,  Wigmore  Street, 
London  w  1,  Tel:  01-935  7359(01-622  5968 
after  7  p.m.) 

By  appointment  suppliers  to  the  Corps  Diplomatique 
Oriental  ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 

Howard  Antiques  Ltd. 

8  Davies  Street,  London  wi,  Tel:  01-629  2628 

Fine  Furniture,  Paintings,  Porcelain  and 
Works  of  Art 

Henry  Jacobs 

174a  Kensington  Church  Street, 
(entrance  in  Kensington  Mall) 
London  w8,  Tel:  01-229  2988 

1  Qth  Century  English  and  Continental  Paintings, 
Specialising  in  Dutch  Paintings  of  the  Romantic 
School 

Alan  Jacobs 

15  Motcomb  Street,  Bclgrave  Square, 
London  swi,  Tel:  01-235  5944 

17th,  18th  and  lgth  Century  Dutch  Masters 
William  Job 

84-86  Pimlico  Road,  London  swi 
Tel:  01-7307374 

Works  of  Art,  Early  English  and  Continental 
furniture,  objects  and  implements 


Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 
London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  of  the  1 8th  and  1  gth 
Centuries 

Kaplan  Gallery 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665 

lgth  and  20th  Century  French  Paintings 
H.  W.  Keil 

27-29  Brook  Street,  London  w  1 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

Brian  Koetser  Gallery 

38  Duke  Street,  St.  James's,  London  swi 
Tel:  01-9306309 

Old  Master  Paintings  of  the  Dutch  and  Flemish 
Schools  16th-  17th  centuries 

Leonard  Koetser  Gallery 

13  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  9348/9 

Dutch  and  Flemish  masters  of  the  16th- 17th 
Centuries 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 

Tel:  01-242  7624 

and  at  John  Dalton  House 

4 John  Dalton  Street,  Manchester  M2  6jp 

Tel:  061-834  2420  and  061-832  9036 

Buyers  and  exporters  of  antique  silver,  silver  plate 
and jewellery 

Michael  Leach 

8  Holbein  Place,  London  swi 
Tel:  01-730 1957 

1 7th  and  1 8th  century  Oak  and  decorative 
oriental  items 

R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
Tel :  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 

Important  stock  of  early  works  of  art,  paintings, 

furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  wi,  Tel:  01-629  2250 
lgth  and  20th  Century  French  Paintings 

Leger  Gallery 

13  Old  Bond  Street,  London  w  1 
Tel:  01-629  3538/9 

Old  Masters  oj  the  European  schools  1 4th  to  1  gth 
Centuries  and  Early  English  Watcrcolours 

Leicester  Galleries 

22a  Cork  Street,  London  wi,  Tel:  01-437  8995 
Paintings,  Sculpture  and  Drawings  by  lgth  and  20th 
Century  Artists 


Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Fine  quality  works  of  Art  for  the  small  collector, 
watercolours,  drawings,  oils 

Little  Winchester  Gallery 

36a  Kensington  Church  Street,  London  w8 
Tel:  01-937  8444 

fine  Paintings  from  the  19th  Century  to 
Post  Impressionism 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  2302 

18th  and  19th  Century  English  Paintings, 
drawings  and  watercolours 

Bruce  McAlpine 

15c  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-7344202 

Ancient  Art  and  Oriental  Furniture 

Mallet  &  Son  (Antiques)  Ltd. 

40  New  Bond  Street,  London  w  1 

Tel:  01-499  741 1,  Cables:  Malletson  London  wi 

Fine  Etiglish  and  Continental  Furniture  and 
works  of  Art 

Mallet  of  Bourdon  House  Ltd. 

2  Davies  Street,  Berkeley  Square,  London  wi 
Tel:  01-629  2444/5 

Continental  Furniture  and  Objects  d'Art, 
Garden  Statuary  and  Furniture 

John  Manning  Gallery 

71  New  Bond  Street,  London  wi 
Tel:  01-629  4629 

Old  and  Modern  Drawings  of  the  English  and 
Continental  Schools 

Marlborough  Fine  Art 

39  Old  Bond  Street,  London  w  1 
Tel:  01-629  5161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-I8  Old  Bond  Street,  London  wi 
Tel:  01-629  5161,  Cables:  Bondartos 

Contemporary  Graphics  and  Multiples 
Mayorcas  Ltd. 

38  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-629  4195 

Antique  Textiles,  Fine  European  Tapestries 
Roy  Miles 

95  Eaton  Place,  London  swi,  Tel:  01-235  4792 

Specialising  in  English  pictures  of  the  ljth  and  18th 
Centuries,  also  Dutch  and  Flemish  Old  Masters 


John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 
Old  Master  Paintings 

Hugh  M.  Moss  Rugs  Ltd. 

12  Bruton  Street,  London  wix  7AH 
Tel :  01-499  56-5  and  1 830 

Oriental  works  of  art,  especially  Chinese 
porcelain,  jades,  enamels,  furniture,  bronzes  and 
snuff  bottles 

Motif 

35  Connaught  Street,  London  W2 
Tel:  01-723  9477 

Multiples,  lithographs,  graphic  prints  and  posters 
by  leading  contemporary  artists 

M.  Newman  Ltd. 

43a  Duke  Street,  St.  James's,  London  swi 
Tel:  01-9306068 

Selected  paintings  and  drawings  of  the 
19th  and  20th  Century 

New  Grecian  Gallery 

3 1  Brook  Street,  London  w  1 
Tel:  01-493  9350 

Early  Russian,  Greek  and  Middle  Eastern  icons. 
Important  Spring  and  Autumn  exhibitions 

Gerald  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

18th  and  19th  Century  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery,  Jewellers  and 
Silversmiths  for four  generations.  Also  oj  Harrogate 

O'Hana  Gallery 

13  Carlos  Place,  Grosvcnor  Square,  London  wi 
Tel:  01-499  1562 

Paintings  and  Sculpture  from  the  19th  and  20th 
Centuries 

Omell  Galleries 

22  Bury  Street,  St.  James's  swi 
Tel:  01-839  4274 

Fine  19th  Century  paintings  at  realistic  prices 
Omell  Galleries 

49  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-8394274 

20th  Century  and  Contemporary  Paintings  and 
John  Bentham-Dinsdale  "Clipper  Ships  and 
Sea  Battles" 

Hal  O'Nians 

6  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-9309392 

Old  Master  Paintings  and  Drawings 


Parker  Gallery 

2  Albemarle  Street,  London  wi, 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

Oriental  Antiquities 

21  Barett  Street,  London  wi 
Tel:  01-629  3221 

Important  antiques  from  Tibet,  Nepal  and  India 
Marjorie  Parr 

285  Kings  Road,  Chelsea,  London  s w 3 
20th  Century  Paintings,  Sculpture  and  Pottery 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
Tel: 01-493  3 161 

European  works  of  art 
Perovetz  Ltd. 

51-52  Chancery  Lane,  London  WC2 
Tel:  01-242  5857  and  5820 

Large  selection  of  Victorian  and  Georgian  silver  and 
Sheffield  plate 

David  Pettifer 

269  King's  Road,  London  SW3  5 EN 
Tel:  01-352  3088 

18th  and  early  19th  century  English  furniture 

Phillips  &  Harris 

57  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  of  art  including  paintings  and  bronzes 

Piccadilly  Gallery 

1 6a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 

British  Figurative  Painters,  International 
Symbolist IJugcnstil  Works.  Museum  quality 
British  and  Continental  Drawings 

Polak  (in  assn  Mandell's  Gallery) 

21  King  Street,  St.  James's,  London  swi 

Fine  Paintings  of  the  English  and  Continental 
Schools  oj  the  19th  Century 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers 

Pratt  &  Burgess 

Melton  Court,  7  Old  Brompton  Road, 
London  SW7,  Tel:  01-589  5704 

18th  Century  Carved  Wood  and  Marble 
Chimney  Pieces,  Chandeliers  and  Lanterns 


Prudhoe  Gallery 

79  Duke  Street,  Grosvenor  Square,  London  wi 
Tel :  01-629  6272 

>  Contemporary  Paintings,  Sculpture  and  Graphics 

Bernard  Quaritch  Ltd. 

5-8  Lower  John  Street,  Golden  Square, 
London  wi 

Old  and  Rare  Books  and  all  Subjects 
Redburn 

49  Brook  Street,  London  wi,  Tel:  01-629  5460 
Fine  English  and  French  18th  Century  Furniture 

Redfern  Gallery 

20  Cork  Street,  Burlington  Gardens, 
London  w  1,  Tel:  01-734  1732 

Contemporary  English  and  French  Paintings 
William  Redford 

9  Mount  Street,  London  wi,  Tel:  01-629  n6"5 
Continental  furniture,  bronzes, 
porcelain  and  works  of  art 

Howard  Ricketts 

180  New  Bond  Street,  London  wi 
Tel:  01-499  73 57 

Fine  European  and  Oriental  Antiquities 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  wi,  Tel:  01-734  79^4 

igth  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture 

Ross  Galleries 

18  Dover  Street,  London  wi 
Tel:  01-629  0975/6 

English  and  Continental  Paintings  of  the 
igth  Century  School 

Rumens  Antiques 

1  Market  Street,  Woodstock,  Oxford 
Tel:  811618 

Paintings,  watercolours,  barometers, 
small furniture  and  porcelain 

The  Rutland  Gallery 

29  Bruton  Street,  London  wi 
Tel:  01-629  0303 

English  Paintings  of  the  20th  Century. 
Also  European  and  American  Paintings 

Frank  T.  Sabin  Ltd. 

5  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-499  0365 

igth  Century  Impressionists  and  Contemporary 
animal  sculpture.  Wildlife  and  sporting  paintings 


Robin  Symes 

3  Ormond  Yard,  Duke  of  York  Street, 
London  swi,  Tel:  01-930  9856/7 

Ancient  Art 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings 
and  Silver 

Gerald  Spyer 

18  Motcomb  Street,  Belgravc  Sq.,  London  wi 
Tel:  01-235  3348 

18th  and  early  igth  Century  English  Furniture 
and  Objcts  d'Art 

Stair  &  Company  Ltd. 

120 and  125  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1785/5270 
Fine  English  Furniture  and  works  of  art  of  the 
17th  and  18th  Centuries 

Temple  Gallery 

4  Yeomans  Row,  London  SW3 
Tel:  01-5896622 

Early  Creek  and  Russian  Icons 

H.  Terry-Engell  Gallery 

8  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  2606 

Old  Master  and  1  gth  Century  French  Landscape 
Paintings 

Temple  Williams 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wi,  Tel:  01-629  i486 

Specialists  in  Fine  Regency  Furniture 

Alan  Tillman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcombc  St.,  London  swi 
Tel:  01-235  8^3 5.  Telex:  916151 

Antique  Paperweights  also  glass  from 

ljth-igth  Centuries,  including  English  and  French 

Cameo  glass 

Arthur  Tooth  &  Sons 

31  Bruton  Street,  London  wi 
Tel:  01-499  6741 

Old  and  Modern  Pictures  of  International  Value 
for  Private  Collectors  and  Public  Galleries 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

also  15  Ship  Street,  Brighton,  Sussex 

Important  stock  18th  and  early  igth  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5 161 

Sporting  and  Natural  History 
Pictures  and  Prints 


Dennis  Vanderkar  Gallery 

28  New  Bond  Street,  London  wi 
Tel:  01-499  6613 

Dutch  and  Flemish  Old  Masters 

Betty  &  Vera  Vandekar 

20  Motcombe  Street,  London  swi 
Tel:  01-235  6317 

Oriental,  Continental  and  English  Porcelain 
pottery,  furniture  and  works  of  Art 

Joseph  &  Earl  D.  Vandekar 

138  Brompton  Road,  London  s W3 
Tel:  01-589  8481/3398 

Members  of  B.A.D.A.  and  C.I.N.O.A. 

Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 

Christopher  Wade  Gallery 

28  Bruton  Street,  London  wi 

Tel:  01-499  0298/9,  Cables :  Parnassus,  London 

Fine  Paintings  of  the  1 7th  and  1 8th  Centuries 
Works  by  Modern  Artists 

Wartski 

138  Regent  Street,  London  wi 
Tel:  01-734  2038 

Fine  stock  of  Antique  Jewellery,  Silver, 
Snuff  Boxes  and  other  items.  Also  the  foremost 
specialists  in  Fabcrge 

Winifred  Williams 

3  Bury  Street,  St.  James's,  London  swi 
Tel:  01-9304732/0729 

English  and  Continental  Porcelain 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

W.  H.  Wilson  Ltd. 

15  King  Street,  St.  James's,  London  swi 
Tel:  01-9306463 

Fine  Stock  of  Antique  Silver 

Denys  Wrey  Ltd. 

45  Sloane  Street,  London  swi 
Tel:  01-235  1813/14 

Cables:  Denysant  London  swi 

18th  Century  Furniture  and  Restorations 

Douglas  Wright 

34  Curzon  Street,  London  wi 

Japanese  Lacquers,  Porcelain,  Jade  and 
works  of  Art 

Harriet  Wynter 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  books 


Bonham's 


Founded  ijg$ 


Fine  Art  Auctioneers  and  Valuers 


Forthcoming  Sales 

Tuesday  2nd,  gth,  23rd  July,  at  11  am 
SILVER 

Thursday  4I/1,  nth,  i8lh,  25th  July,  1st  August  at  11  am 
ENGLISH  &  CONTINENTAL  FURNITURE 

Thursday  4th  July  at  1 1  am 
FINE  PAINTINGS 

Friday       12th,  26th  July,  2nd  August  at  1 1  am 
PORCELAIN  AND  WORKS  OF  ART 

Wednesday  10th,  24th  July  at  1 1  am 
WATERCOLOURS,  DRAWINGS  &  PRINTS 

Thursday  nth,  18th,  25th  July,  1st  August  at  11  am 
ENGLISH  &  CONTINENTAL  PAINTINGS 

Wednesday  ijth  July  at  1 1  am 
CARPETS  &  RUGS 

Wednesday  lyth  July  at  1 1  am 
20th  CENTURY  PICTURES 

Friday  19th  July  at  11  am 

ENGLISH  &  CONTINENTAL  CERAMICS  &  WORKS  OF  ART 

Tuesday  30th  July  at  1 1  am 
BOOKS 


One  of  a  pair  of  Nymphenburg  oval  dishes,  io\  inches  diam., 
part  of  a  collection  of  JVymphenburg  ware  which  sold  for  £4,870. 


One  of  a  pair  of  late  Victorian  candelabra,  maker  Garrards  of 
London,  i8j8';<j,  238  ozs,  £2,200. 


A  good  pair  of kingwood and mahogany  pedestals,  by  Millet  a 
Paris,  4  feet  1  inch  high,  c.  1850,  signed,  £900. 


\X  &  F  C  BONHAM  &  SONS  LTD 

Montpclier  Street  •  Knightsbridge  •  London  SW7  ihh    Telephone :  o  1  -584  9 1 6 1    Telegrams :  boxhams  London  SW7 


cas  Ltd 


Member  of  the  BAD  A  Ltd. 


An  exceptionally  fine  and  rare  English  crewel  work  hanging  of  the  late  17th  century  c.  1680. 
Worked  in  polychrome  wools  with  flowering  trees  in  Oriental  style  on  a  field  of  twill  (cotton  and  linen). 
Size:  7ft  7in  H  x  6ft  11  in  W  (2m  31cm  x  2m  10cm).  Excellent  condition. 
Colours:  Reds,  blues,  greens,  yellows,  tans  etc. 
See  Plate  No  XIX  Kendricks  English  Needlework  for  similar  panel  in  the  Victoria  and  Albert 

Museum  London. 

38  Jermyn  Street  St.  James's 

London  S.W.I.    Telephone:  01-629  4195 


Mayor 


FOR  SALE:  USEFUL  CHAIRS 
OF  HISTORIC  VALUE 

Rush  bottomed  cathedral  chairs  now  sur- 
plus to  requirements.  The  majority  were 
made  in  High  Wycombe  about  50-75  years 
ago,  and  have  been  marked  with  the  words 
'St.  Paul's'.  Offers  around  £8.00  a  piece 
invited. 

Apply  Clerk  of  Works  Office,  St.  Paul's 
Cathedral. 


BRITISH  ANTIQUES 
EXPORTERS  LTD^ 

Wholesale  Exporters 
Independent  Packers 
&  Shippers 

New  Road  Industrial  Estate, 
Newhaven,  Sussex 

 TEL:  NEWHAVEN  (07912)  5561  (8  LINES). 
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Sotheby's 

Wednesday,  17th  July,  at  1 1  am 


IMPORTANT 
ENGLISH  PAINTINGS 


the  property  of 
the  Rt.  Hon.  the  Earl  of  Lonsdale, 
Admiral  D'Escadre  Brasseur-Kermadec, 
the  late  Mr.  and  Mrs.  Eric  Bullivant, 
the  Rt.  Hon.  the  Earl  of  Morton, 
and  other  owners 


William  Williams, 
Portrait  of  Catherine, 
Wife  of  William  Green,  M.D., 
signed  and  dated  1772, 
28  J  by  24  inches 


8™t 


ii 


James  Seymour, 
A  Bay  Racehorse, 

signed  with  initials  and  dated  1745, 
235  by  29  inches 


■MR 


Sotheby's 

Wednesday,  17th  July,  at  11  am 


William  Marlow,  A  Coastal  Landscape  near  Naples,  33  by  58  inches 


Sotheby's 


( Sotheby  Parke  Bamet,  New  York) 


will  hold  the  following  sales  in  July 

ON  VIEW  AT  LEAST  TWO  DAYS  PRIOR      ALL  CATALOGUES  POST  FREE 


Monday,  1st  July  and  following  day, 
at  1 1  am 

An  Interesting  Collection  of 
Children's  Books — 
the  first  portion 

Monday,  I st  July,  at  2.30  pm 
Medieval,  Renaissance  and  Later 
Works  of  Art 
Tuesday,  2nd  July,  at  11  am 
Important  Continental  Pottery 
and  Porcelain 

Tuesday.  2nd  July,  at  11  am  and  2.30  pm, 
at  Belgravia 

Eighteenth,  Nineteenth  and  Early 
Twentieth  Century  Engravings, 
Ftchings,  Mezzotints,  Lithographs, 
Woodcuts  and  Baxter  Prints 

Tuesday,  2nd  July,  at  9  pm  and 
following  day,  at  1 1  am 
Impressionist  and  Modern 
Paintings  and  Sculpture 

Wednesday,  3rd  July,  at  4  pm 
Important  Impressionist  and  Modern 
Watercolours  and  Drawings — Part  1 

Thursday,  4th  July,  at  11  am 
Twentieth  Century  Russian  and 
Eastern  European  Paintings, 
Drawings  and  Sculpture,  1900-1930 

Thursday,  4th  July,  at  11  am 

English  and  Foreign  Silver  and  Plate 

Thursday,  4th  July,  at  11  am  and  2.30  pm, 
at  Belgravia 

Oriental  Ceramics  and  Furniture 

Thursday,  4th July,  at  I  pm 

at  1 1 5  Chancery  Lane, 

London  WC2A  IPX 

(Hodgson's  Rooms) 

Printed  Books 

Thursday,  4th  July,  at  3  pm 

Impressionist  and  Modern  Paintings, 

Watercolours,  Drawings  and 

Sculpture — Part  II 

Friday,  5th  July,  at  11  am 

Important  Military  and  Naval 

Campaign  Medals,  Gallantry 

Awards  and  other  English  and 

Foreign  Orders,  Medals  and 

Decorations 

Friday,  5th July,  at  11  am 

Continental  Furniture,  Works  of  Art, 

Textiles  and  Rugs  and  Carpets 

Friday,  5th  July,  at  11  am,  at  Belgravia 

Decorative  Art,  1880-1945 

Monday,  8th  July,  at  11  am 

Western  Manuscripts  and  Miniatures 

and  a  Hebrew  Manuscript 

Monday,  8th July,  at  11  am 

Primitive  Art 


Monday,  8th  July,  at  2.30  pm 
Indian,  Nepalese,  Tibetan  and 
Cambodian  Art 
Monday,  8th  July,  at  2.30  pm  and 
following  day,  at  11  am  and  2.30  pm 
Important  Chinese  Porcelain,  Early 
Ceramics  and  Works  of  Art 
Tuesday,  9th July,  at  1 1  am 
Fine  Oriental  Manuscripts  and 
Miniatures 

Tuesday,  9th  July,  at  1 1  am,  at  Belgravia 
Fine  Victorian  Paintings,  Drawings 
and  Watercolours 
Tuesday,  9th  July,  at  2.30  pm 
Antiquities 

Wednesday,  10th  July,  at  10.30  am,  in  the 
Royal  Watercolour  Society  Galleries, 
26  Conduit  Street,  London,  W.I 
Fine  and  Rare  Wines,  Spirits  and 
Vintage  Port 

Wednesday,  iothjuly,  at  11  am 
Important  Old  Master  Paintings 
Wednesday,  iothjuly,  at  11  am 
Very  Fine  Japanese  Sword  Fittings 
Wednesday,  iothjuly,  at  11  am  and 
2.30  pm,  at  Belgravia 
Automata,  Toys,  Model  Steam 
Engines,  Gramophones, 
Phonographs,  Printed  Ephemera  and 
Other  Collectors'  Items,  1830-1930 
Wednesday,  iothjuly,  at  11.30  am  and 
2.30  pm 

Japanese  Pottery  and  Porcelain,  Fine 
Netsuke,  Inro  and  Lacquer  Wares 

Thursday,  nthjuly,  at  11  am 
Fine  Jewels 

Thursday,  nth  July,  at  n  am 

English  and  Foreign  Silver  and  Plate 

Thursday,  nth  July,  at  n  am  and 
2.30  pm 

Fine  Old  Master  Engravings, 
Etchings  and  Woodcuts 

Friday,  12  th  July,  at  11  am 
English  Furniture  and  Rugs  and 
Carpets 

Monday,  15th  July,  and  following  day, 
at  11  am 

Nineteenth  Century  and  Modern 
First  Editions,  Press  Copies, 
Autograph  Letters  and  Literary 
Manuscripts 

Monday,  15th July,  at  11  am 
Portrait  Miniatures  and  English 
and  Continental  Enamels  and 
Objects  of  Vertu 

Tuesday,  16th  July,  at  10.30  am  and 
2.30  pm 

Chinese  Transitional  and  Ch'ing 
Porcelain 


I  uesday,  l6thjuly,  at  1 1  am  and  2.30  pm 
Important  Nineteenth  Century  and 
Modern  Prints 

Tuesday,  16th  July,  at  11  am,  at  Belgravia 
Victorian  Paintings,  Drawings  and 
Watercolours 

Wednesday,  17th  July,  at  10.30  am 
Major  Trade  Clearance  Sale  of  Wines 
Wednesday,  17th  July,  at  10.30  am 
Ancient,  English  and  Foreign  Coins 
Wednesday,  17th  July,  at  11  am 
Important  English  Paintings 
Thursday,  i8thjuly,  at  11  am 
Important  English  and  Foreign  Silver 
Thursday,  1 8th  Inly,  at- 11  am  and 
2.30  pm,  at  Belgravia 
Oriental  Ivories  and  Works  of  Art 
Thursday,  iSthJuly,  and  following  day, 
at  1  pm  at  115  Chancery  Lane, 
London  WC2A  IPX 
(Hodgson's  Rooms) 
Printed  Books 
Thursday,  1 8th  July,  at  2.30  pm 
Important  Eighteenth  and 
Nineteenth  Century  English 
Drawings  and  Watercolours 
Friday,  19th July,  at  n  am 
English  Furniture  and  Rugs  and 
Carpets 

Monday,  22nd  July,  and  following  day, 
at  II  am 

Valuable  Printed  Books,  Autograph 
Letters  and  Historical  Documents 

Monday,  22nd  July,  at  n  am 
in  the  Royal  Watercolour 
Society  Galleries,  26  Conduit  Street, 
London,  W.I 

Scientific  Instruments,  Watches  and 
Clocks 

Monday,  22nd  July,  at  2.30  pm 
Greek  and  Russian  Icons  and 
Russian  Works  of  Art 

Tuesday,  23rd  July,  at  10.30  am  and 
2.30  pm 

Continental  and  English  Pottery  and 
Porcelain 

Tuesday,  23rd July,  at  11  am 

Antique  Firearms 

from  the  Collection  of  the  late 

William  Goodwin  Renwick 

(European,  Part  VII) 

Tuesday,  23rd  July,  at  1 1.30  am 

Modern  Sporting  Guns  and 

Rifles,  Antique  Firearms,  Armour 

and  Edged  Weapons 

Wednesday,  24thjuly,  at  10.30  am  and 

2.30  pm 

End  of  Season  Wine  Sale 


Wednesday,  24th July,  at  10.30  am 
and  2.30  pm,  at  Belgravia 
Good  French  and  English  Furniture, 
Clocks,  Bronzes,  Marbles,  Textiles 
and  Works  of  Art,  1830-1930 
Wednesday,  24th  July,  at  II  am  and 
2.30  pm 

Old  Master  Paintings 

Thursday,  25th  July,  at  11  am 

to  be  viewed  and  sold  in  the 

Royal  Watercolour  Society  Galleries, 

26  Conduit  Street,  London,  W.I 

Modern  British  Drawings,  Paintings 

and  Sculpture 

Thursday,  25th  July,  at  11  am 

British  and  European  Pewter 

Thursday,  25th July,  at  n  am, 

at  Belgravia 

English  and  Foreign  Silver  and 
Plated  Wares  and  Objects  of  Vertu, 
1825-1970 

Friday,  26th  July,  at  11  am 
Continental  and  Oak  Furniture, 
Tapestries,  Textiles  —  Rugs  and 
Carpets 

Monday,  29th  July,  and  following  day, 

at  11  am 

Printed  Books 

Monday,  29th  July,  at  n  am 

Fine  French  Paperweights 

Monday,  29th July,  at  2.30  pm 

Antiquities 

Tuesday,  30th  July,  at  10.30  and  2.30  pm 
Chinese  and  Southeast  Asian 
Ceramics  and  Works  of  Art 

Tuesday,  iothjuly,  at  1 1  pm  and  2.30  pm, 
at  Belgravia 

Victorian  Paintings,  Drawings  and 
Watercolours 

Wednesday,  31st  July,  at  11  am 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English  Paintings 

Wednesday,  31st  July,  at  11  am 

Japanese  Works  of  Art 

Wednesday.  3 1st  July,  at  II  am  and 

2.30  pm  at  Belgravia 

Studio  Ceramics,  Arts  and  Crafts 

Thursday.  1st  August,  at  10.30  am 

Jewels 

Thursday,  1st  August,  at  11  am 
English  and  Foreign  Silver  and  Plate 
Thursday,  1st  August,  at  2.30  pm 
Eighteenth,  Nineteenth  and 
Twentieth  Century  Drawings  and 
Watercolours 
Fiiday,  2nd  August,  at  II  am 
English  Furniture,  Works  of  Art, 
Costumes  and  Dolls,  Rugs  and 
Carpets 


LONDON 

Sotheby  &  Co.,  34-35  New  Bond  Street 

London  W  lA  2AA 

Telephone:  oi-4q3  8080 

7  elex:  London  24454 

Telegrams:  Abinitio,  London 

Sotheby's  Belgravia,  19  Motcomb  Street, 

London  SW1X8LB 

Telephone:  01-235  4311 

Telex:  London  24454 

Telegrams:  Gavel,  London 

Sotheby  &  Co.,  IIS  Chancery  Lane, 

London  WC2A  IPX 

(Hodgson's  Rooms) 

Telephone:  01-405  7238 

SCOTLAND 

John  Robertson  19  Castle  Street, 
Edinburgh  EH2  3  AH 
Telephone:  031-226  5438 
Telegrams:  Abinitio,  Edinburgh 

AUSTRALIA 

Bruce  Rutherford, 

Sotheby  &  Co.  (Australia)  Pty.,  Ltd., 

10  Stodart  St.  Camberwell,  Victoria  3124 

Telephone:  Melbourne  82  1003 

Telegrams:  Abinitio,  Melbourne 

TEXAS 

Miss  Flo  Crady, 
3196  Galena  Post  Oak. 
5015  Westheimer  Road, 
Houston,  Texas  77027 
Telephone:  (713)  623-0010 


i  (Associes 
specialistes) 


BRAZIL 

Walter  Geyerhahn,  Rua  do  Rosario, 
135/137-20  andar.  Rio  de Janeiro 
Telephone:  252  7495 
Telegrams:  Eikos  Rio  de  Janeiro 

FRANCE 

Rear-Admiral  J.  Tcmpleton-Cotill,  C.B. 
(Directeur), 

Princesse  de  ^ 

Lippc-Biesterfeld 
Madame  Charete  del 

Castillo 
Marc  Blondeau  ) 
Mile.  Sylvie  Avizou 
(Chargee  d'administration), 
Mile.  Marie  Odile  Deuisch  (secretaire), 
3  rue  de  Miromesnil,  Paris,  75008. 
Telephone:  265  32  20 
Telex:  21550  ext:  107 
c/o  Sotheby  Parke  Bernet 

CANADA 

Geoffrey  Joyner, 
Sotheby  &  Co.  (Canada)  Ltd., 
Suite  412.  The  Park  Plaza,  170  Bloor 
Street  West,  Toronto  180,  Ontario 
Telephone:  4 16-924- 1 1 96 

GERMANY 

Dr.  Ernst  Behrens, 
Secretaries:  Rita'Heinz  and 
Louise  Wiemer, 
Galeriestrasse  6a,  8  Munich  22 
Telephone:  (010  49)  89  292252 
(010  49)  89  297822 


SWITZERLAND 

Dr.  J.  G.  Wille  in  parcnership  with 
Alfred  Schwarzenbach, 
Sotheby  &  Co.,  A.G., 
18  Bleicherweg  8022  Zurich 
Telephone:  25001 1.  Telex:  52380 
Telegrams:  Abinitio,  Zurich 

NEW  YORK 

Sotheby  Parke  Bernet  Inc., 

980  Madison  Avenue,  New  York,  N.Y.  10021 

Telephone:  212-879-8300 

Telex:  New  York  232643 

Telegrams:  Parkgal,  New  York 

ITALY 
Florence 

Carmen  Gronau  (Consultant), 

Dr.  S.  N.  Cristea. 

Sotheby's  of  London,  s.r.L, 

Palazzo  Capponi,  Via  Gino  Capponi  26, 

Florence  501 2 1 

Telephone:  570410 

Telegrams:  Abimtio,  Firenze 

Milan 

John  Winter, 

Via  Montenapoleone  3,  Milan 
Telephone:  783907 

NEW  ENGLAND 

Mrs.  Patricia  Ward, 
Sotheby  Parke  Bernet, 
232  Clarendon  Street, 
Boston,  Massachusetts 
Telephone:  617  247-2851 


SPAIN 

Fernando  D'Ornellas, 

Marques  de  Vilanant. 

Sotheby  Parke  Bernei  de  Espana,  S.A. 

Centro  Iberia  Mart  -  Primer  Planta, 

Pedro  Teixeira  8.  Madrid  20 

Telephone:  458  7900  Extn.  56 

CALIFORNIA 

Sothebv  Parke  Bernet, 

7660  Beverly  Boulevard,  Los  Angeles, 

California  90036 

Telephone:  213-937  5130 

Telex:  Los  Angeles  677120 

Telegrams:  Abinitio,  Los  Angeles 

FIOLLAND 

Jhr.  D.  J.  A.  A.  van  Lawick  van  Pabst, 
Secretary:  Elsbeth  van  Lieniioven 
Sotheby  Parke  Bernet, 
9S  Rokin,  Amsterdam 
Telephone:  (010  3120)  225  491 
Telegrams:  Abinitio,  Amsterdam 

SOUTH  AFRICA 

Remhold  H.  Cassirer, 
Sotheby  Parke  Bernet  South  Africa 
(Proprietary)  Ltd.,  P.O.  Box  31010, 
Braamfontein,  Johannesburg 
Telephone:  lohannesburg  724  5967 
724  6029 

Telegrams:  Abinitio,  Johannesburg 


SHOWCASE 


Silver  Tapcrstick 
George  II  1733 

Maker  I.B. 
3  ozs.  14  dwts 


R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOURNEMOUTH  Bournemouth  242S9 


CLOVER  HOUSE 

Books  for  Collectors 

P.O.  Box  798-D 
Calistoga.  Calif.  94515 

Books  about  antiques,  art, 
illustrated,  children's,  etc. 

Over  1,500  titles 
(old  and  new)  in  stock. 
FREE  search  service  for 
out-of-print  books  on 
all  subjects.  Send  wants. 
Catalogues  issued. 


S.  and  K.  Morris 

Six  Bells,  Pathlow, 
Stratford-upon-Avon 

(on  the  A3  4) 
Tel:  Stratford  4350 

Now  available  from  the  above  address: 
A  Catalogue  of  Birmingham  and 

West  Midlands  Painters  of  the 
19th  Century  by  S.  and  K.  Morris. 
Price:  £3  (p.  &  p.  isp) 


Single  George  III  sauceboat  with  plain  esealloped 
edge,  standing  on  J  hoof feet,  having  scroll-over 
handle.  London  lyjl  by  William  Cripps.  Wt.  7 ozs. 


H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ. 
LONDON  S.W.I.  01-235  2978 


Connoisfsfeur  gnttqueg 

(Peter  and  Queenie  Kaufmann) 

29  Meeting  House  Lane 
Brighton,  Sussex  BN1  1HB 


We  hold  one  of  the  most  comprehensive  collect- 
ions of  FINE  CARRIAGE  CLOCKS.  Your  en- 
quiries are  invited  by  'phone,  letter  or  personal  call. 
GRAND  SONNERIES,  QUARTER  REPEAT- 
ERS, FINE  CASES  BY  BEST  MAKERS 
ALWAYS  IN  STOCK. 


Ten  thousand  square  feet 
of  Antique  Victorian  and 
Edwardian  Furniture. 
Trade  and  Export. 
Large  parking  area. 
Hughes  Brothers, 
Vanston  Place  and  Jerdan 
Plate,  Fulham  Broadway 

London  SW6. 
Open  Monday  to  Saturday 
9  am  to  6  pm. 
Thursday  9  am  to  1  pm 
01-385-  3183 


Wvtplmb  jlanor 

Antiques 

in  the  village  of  Lustleigh 

(off  the  Bovey  Tracey-Moretonhampslead 
Road) 

in  the  county  of  Devon 

VICTORIAN  GLASS,  POTTERS 
PORCELAIN,  SILVER,  COPPER 
AND  BRASS 

MONDAY-FRIDAY  2.30-5.30 
or  by  appointment 
(Lustleigh  326) 


A  DICTIONARY  OF  MARK! 

Price  £.1.50 

From  all  good  booksellers  or  from 
THE  CONNOISSEUR  BOOK  DIVlSIO> 
CHESTERGATE  HOUSE, 
VAUXHALL  BRIDGE  ROAD,  SW1V  1H 


The  Enamels  of  China  and  Japan 

MAYNARD  G.  COSGROVE 

In  this  precise,  non-technical  book,  Mr.  Cosgrove,  an 
avid  collector,  begins  with  the  history  and  background  of 
the  entire  subject,  describes  various  shapes  and  forms  of 
enamelled  ware,  details  the  methods  of  producing  intricate 
designs  (the  two  best  known  being  champleve  and 
cloisonne),  gives  the  meaning  of  the  symbols,  and  writes 
of  the  care  and  cleaning  of  enamels. 

Illustrated  in  colour 
£3.00 


9"  x  6"  128  pages 

7091  4383  4 


ROBERT  HALE 

63  Old  Brompton  Road   •   London  SW7  3JU 


GARRARD  WISH  TO  PURCHASE 

Jewellery  and  silver  by  Robert,  James  or 
Sebastian  Garrard.  Most  pieces  will  be  marked 
'Panton'  or  'Albemarle'  Street. 

GARRARD 

The  Crown  Jewellers 
112  Regent  Street,  London,  W1A  2JJ  Tel:  01-734  7020 


Miniature  Furniture  for  Sale 

Approximately  quarter  scale  mahogany  and  walnut,  including  light 
drawer  linen  chest,  four  drawer  bow-front  chest  and  Regency  chest. 
Moderate  Prices. 

CALIBRE 

Suffolk  House,  Cresham  Road,  Staines 


Catljeralte  of  Cljestfer 


Established  1909 

Tudor  House 
Lower  Bridge  Street 
Chester  20095 


Old  English  Furniture  and 
Sporting  Pictures 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


CHINESE    ^^^yjg^g  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  and  toys. 

40  Great  Russell  Street,  London,  W.C.1 

(01-580  7538) 


The  Connoisseur         Register  Advertisements* 


FOR  SALE 


Professional  Photographer  will  photograph  your  antiques,  anywhere 
01-274  2602;  Academy  Photos,  13/15  Shakespeare  Road,  London 
SE24  OLA. 


Old  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  01-262  5439.  Walter  T. 
Spencer,  specialists  since  1 856, 47  Upper  Berkeley  Street,  London,  VV.1 . 


Desmond  Drury  (Langsterbrow  Ltd.)  repairs  metal  antiques,  including 
hinges,  old  locks  and  the  engineering  of  keys  to  fit  them.  Estimates 
and  advice  without  obligation  from  99  St.  Dunstan's  Road,  London, 
W.6.  01-748  3601. 


Collector's  item  for  sale.  A  glass  walking  stick  patterned  with  red, 
white  and  blue  spirals.  Circa  1820.  Offers  to  Box  No.  8696. 


GEORGE  WASHINGTON  INAUGURAL  SWORD 

The  U.S.  Bicentennial  Society  and  Wilkinson  Sword  Limited  are 
issuing  1,000  exact  copies  of  the  Washington  Inaugural  Sword. 
Numbered  and  registered.  For  free  colour  brochure  and  provenance 
write:  U.S.  Bicentennial  Society,  Box  12091,  Richmond,  Virginia 
23241. 


Antique  Maps  and  Prints:  Illustrated  catalogue  30p.  Richard 
Nicholson,  Wavecrest,  Menai  Bridge  Road,  Bangor,  Caernarvonshire. 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £1.1 5p  each  (plus  3Jp  postage).  From  The  Circulation 
Dept.  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London 
S.W.18. 


MISCELLANEOUS 

  Renaissance  Polish"  Versatile  translucent  wax  that  gently  lifts  the 

grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  by  special  authority  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
...  ...  privately  by  mail  order  to  readers  of  THE  CONNOISSEUR,  at  Chestergate 

Young  man,  24,  seeks  position  in  silver  dealing  firm.  Prev10usly  House  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can, 
employed  by  premier  London  silver  dealer  before  attending  Works  inc|uding  postage  and  packing,  and  (in  UK  only)  VAT:  US  $6.50  (air) 
of  Art  course.  Available  August.  Reply  to  Box  Number  8697.  $5  38  surface  maj|  Canada  $6  88  (air)  $5  38  surface  maM  Price  per 

can  UK  £1.82,  Europe  £2.15,  Australia  £3.20  (air),  £2.15  surface  mail. 

10%  discount  overall  discount  on  six  or  more  cans. 

'('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct.  1970). 


Midhurst  Antiques  Market  is  doubling  its  space  to  24  stalls.  A 
few  are  to  let  from  £6  weekly  including  all  electricity,  heating  and 
services.  Enquiries  to  Midhurst  (Sussex)  3551  (shop  hours)  or  2835 
(evenings). 


Register  advertisements  are  15p  per  word  minimum  £2.25  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON,  SW1V  1HF.  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
Brighton  Antiques  Fair,  Corn  Exchange,  Pavilion  Gardens,  Brighton.  marked  with  the  Box  Number.  The  Proprietors  of  the  Connoisseur  accept 
July  5th  to  13th.  11  am  to  8  pm.  Daily  (except  Sunday).  no  responsibility  for  any  sales  affected. 
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IRISH  SILVER 


A  fine,  rare,  oval  George  II  Irish  Basket  with  pot-pourri  cover.  An  excellent  example  of  Irish  rococo  silver.  Made  in  Dublin  circa  1755. 
The  cover  by  John  Craig  of  a  slightly  later  date.  13"  long  overall.  Weight  30  oz.  See  ref.  "Irish  Georgian  Silver"  by  Douglas  Bennett  page  125. 


Left: 

Arms  of  Bermingham  impaling 
Agar  in  a  lozenge  for  Frances, 
widow  of  the  14th  Baron  Athenry, 
engraved  on  inside  of  base. 


Right: 
Detail  of  the 
beautiful  rococo 
cover. 


S.  J.  SHRUBSOLE 


S.  J.  SHRUBSOLE  LTD. 
43  MUSEUM  ST. 
LONDON  WC1A  1LY. 
TEL  01-405  2712 


S.  J.  SHRUBSOLE  CORP. 
104  EAST  57th  STREET 
NEW  YORK  10022 
TEL  0101-212-75-38920 


One  minute  from  the  British  Museum 

Member  of  the  British  Antique  Dealers'  Association 


Member  of  the  National  Antique 
and  Art  Dealers'  Association  of  America 


The  broken  bridge  over  Lake  Narni  by  Richard  Wilson  R.  A.  1714-1782.  circa  1753. 
Oils,  canvas.  38^"  x  53I"  (97-8  x  135-8  cms). 


Collection,  Lt  Col  P  L  E  Walker. 
Exhibited,  Plymouth  City  Museum  July  1954. 

Literature,  Burlington  Magazine  April  1962.  "  Richard  Wilson:  A  second  Addendum''  W  G  Constable,  p.  141  (fig.  9). 


Living*  Artists  and  I  )ea(  llines 


OUR  cover  this  month  ma}-  arouse  consternation  in  some  of 
our  readers  not  yet  reconciled  to  the  Art  Deco  style  - 
though  no  more,  one  imagines,  than  the  Rococo  style 
caused  when  it  first  curvetted  across  Europe.  Those  who  reprobate 
the  conceits  and  follies  of  Art  Deco  are  quite  likely  to  be  admirers 
of  Chippendale  furniture,  of  which  the  Rococo  flourishes  were 
condemned  by  one  eighteenth-century  writer  as  'interlac'd  C's 
and  writhing  S's.' 

The  cover  shows  a  bronze  grille  from  the  extraordinary  Chanin 
Building  in  New  York,  on  which  an  article  by  Dan  Klein  appears 
on  p.  162.  Together  with  the  Chrysler  Building  (see  The  Connois- 
seur, April,  1974)  and  Radio  City  Music  Hall,  the  Chanin  Building 
has  to  be  accepted  -  whatever  one's  aesthetic  predilections  (or 
preconceptions)  -  as  one  of  the  heroic  architectural  endeavours  of 
this  century.  It  was  built  on  the  very  eve  of  the  Crash  of  1929;  and 
the  fact  that  Mr.  Klein  has  found  still  living  there  in  1974  both  the 
president  of  the  Chanin  Construction  Company  after  whom  the 
building  was  named,  Mr.  Irwin  S.  Chanin,  and  the  original  archi- 
tect, Mr.  Jacques  Delamarre  (who  designed  the  grille  shown  on  our 
cover),  gives  this  article  the  status  of  an  historical  document  rather 
than  of  an  essay  in  historical  research.  Mutatis  mutandis,  it  reminds 
one  of  the  way  the  character  of  Bede's  Ecclesiastical  History  changes 
when  he  begins  writing  of  the  great  churchmen  he  knew  personal- 
ly. Those  Japanese  soldiers  who  have  recently  emerged  from  the 
jungle,  unaware  that  the  war  has  ended,  can  have  been  only  slightly 
less  surprised  than  Mr.  Klein  was  when  he  discovered  this  enclave 
of  men  for  whom,  as  it  were,  the  Depression  had  not  begun.  It  was 
as  if  John  Betjeman  had  discovered  Wilde  and  Beardsley  still  sip- 
ping absinthe  and  exchanging  epigrams  in  the  Cafe  Royal  in  1940, 
instead  of  the  run-down  scene  he  described  in  his  poem  of  that 
year,  On  Seeing  an  Old  Poet  in  the  Cafe  Royal.  Mr.  Klein  was  able 
to  obtain  a  copy  of  the  original  brochure  about  the  building; 
similarly,  in  Minneapolis  they  still  proudly  sell  the  brochure  for 
the  Foshay  Tower  (also  completed  1929)  whose  builder,  Mr.  Fos- 
hay,  was  unfortunately  jailed  for  frauds  on  the  United  States  mails 
soon  after  the  tower  was  opened. 

The  bronze  grille  designed  by  Delamarre  falls  just  within  the 
new  'deadline'  of  1930  which  the  Grosvenor  House  Fair  Com- 
mittee have  set  for  exhibits  at  the  Fair  next  year;  but  the  main 
question  Mr.  Klein's  article  prompts  is  not,  perhaps,  the  thorny 
new  one,  'Is  Art  Deco  a  fit  subject  for  the  connoisseur?'  but  the 
thorny  old  one,  'How  far  should  a  magazine  for  connoisseurs  con- 
cern itself  with  art  and  crafts  by  living  artists?'  There  are  some  who 
feel  that  the  present  is  best  left  to  the  future,  on  the  grounds  that 
time  sorts  out  the  chaff  from  the  grain;  that  it  is  impossible  to  be 
objective  about  living  artists;  that  distance  lends  enchantment  to 
the  view,  and  so  on. 

This  idea  has  been  decisively  rejected  by  many  of  our  leading 
museums.  The  Victoria  and  Albert  Museum  from  its  earliest  days 
thought  it  right  to  buy  characteristic  or  outstanding  examples  of 
contemporary  craftsmen's  work.  Indeed,  the  museum's  first  direc- 


tor, Sir  Henry  Cole,  went  further  and  established  Felix  Summer- 
ly's  art  manufacture  to  show  what  he  thought  contemporary 
craftsmen  should  be  making.  The  Circulation  Department  of  the 
Victoria  and  Albert  Museum  still  follow  a  policy  of  buying  con- 
temporary material  for  the  Museum,  both  hand-  and  machine- 
made.  They  buy  both  for  their  own  circulating  exhibitions  and  for 
the  Museum  collections,  the  two  often  coinciding.  They  buy  ex- 
amples of  both  British  and  foreign  crafts:  for  example,  some 
Scandinavian  glass  has  just  been  acquired  and  about  two  dozen 
pots  were  bought  from  the  International  Ceramics  igj2  exhibition. 
They  have  good  holdings  of  Bernard  Leach  and  Lucie  Rie,  and  also 
of  the  artists  who  have  given  one-man  shows  at  the  Museum  -  Sam 
Herman,  Gerda  Flockinger,  Hans  Coper  and  Peter  Collingwood. 
A  fair  number  of  purchases  was  made  from  the  Craftsmen's  Art 
exhibition  last  year  -  works  by  Archie  Brennan,  Ian  Godfrey, 
Bryan  Newman,  Mo  Jupp,  Peter  Simpson,  Glenys  Barton, 
laqueline  Poncelet,  Gordon  Baldwin,  Michael  Casson  and  David 
Leach. 

Magazines  too,  less  restricted  than  museums  in  their  choice  of 
contemporary  subjects,  since  they  are  not  backing  their  fancy  with 
public  money,  have  given  handsome  representation  to  the  work  of 
living  artists  and  craftsmen.  The  Studio  under  its  enterprising  first 
editor,  Gleeson  White,  naturally  did  so,  for  this  was  its  raison 
d'etre.  The  Magazine  of  Art,  under  its  equally  able  editor  Marion 
Spielmann,  contained  articles  on  painters  and  sculptors  which  are 
now  valuable  source  material.  The  Connoisseur,  founded  in  1901, 
shunned  contemporary  works  in  its  early  years,  though  the  advert- 
isements of  the  1900s  are  a  compendium  of  later  Art  Nouveau 
designs.  But  gradually  the  coverage  of  modern  works  has  gained 
in  momentum;  and  since  May  1973  the  following  main  articles 
(apart  from  gallery  reviews)  have  been  published  on  living  artists: 
Gerald  Benney  -  silversmith  (May,  1973),  Gerda  Flockinger  (Sep- 
tember, 1973),  an  issue  which  also  contained  a  'celebration'  of  the 
late  Gerard  Hoffnung,  Edward  Barnsley's  furniture  (December, 
I973)>  die  sculptures  and  drawings  for  sculptures  of  Reg  Butler 
(March,  1974),  Bernard  Meadows  (April,  1974),  F.  E.  McWilliam 
(May,  1974)  and  Kenneth  Armitage  in  this  issue;  Lilian 
Mackendrick's  paintings  (May,  1974),  Stuart  Devlin's  gold  and 
silver  (May,  1974)  and  the  tapestries  of  Archie  Brennan  in  this  issue. 

Perhaps  the  verdict  of  posterity  on  these  artists  will  be  less  kind 
than  that  of  our  contributors.  But  at  the  very  least  we  are  showing 
what  is  thought  worthy  of  remark  in  our  time;  and  where  artists 
do  maintain  or  re-acquire  their  high  reputation,  the  articles  pub- 
lished here  will  be  a  useful  source.  Great  newspapers  do  not  con- 
sider themselves  as  merely  ephemeral  chronicles,  on  the  breakfast 
table  in  the  morning  and  wrapping  the  fish-and-chips  by  night; 
they  also  view  themselves  as  historical  records  to  be  consulted  by 
A.J.  P.  Taylors  and  Martin  Gilberts  of  the  future.  In  the  same  way, 
The  Connoisseur  is  not  just  for  the  present  generation  of  connois- 
seurs, but  for  a  spectral  company  of  future  readers  who  will  never 
have  to  pay  their  subscriptions. 
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Dan  Klein 

Turn  left  out  of  the  42nd  Street 
exit  of  Grand  Central  Station; 
walk  a  few  yards  down  42nd  Street 
to  the  corner  of  Lexington  Avenue; 
look  across  and  up  past 
the  garish  1960s  shopfront 
lettering  of  Downbeat  Cafe; 
there  disappearing  into 
the  mid-Manhattan  sky 
is  the  'city  of  more  than  10,000  people', 

'the  mise  en  scene  for  the 
romantic  drama  of  American  business', 
'a  man-made  castle  in  the  air'  — 
the  Chanin  Building. 


Photographs  by  Angela  Hornak 


The  purple  quotations  come  from  a  1929  publicity  handout 
advertising  the  newly  completed  building  and  distributed 
by  the  Chanin  Construction  Company  Inc.  'Chanin  built' 
it  says  'is  more  than  a  phrase;  it  is  a  hallmark,  its  own  guarantee  of 
building  perfection'.  To  the  generation  that  saw  it  going  up,  the 
building  was  a  proud  expression  of  faith  in  the  economic  boom  of 
the  1920s.  Shortly  after  it  was  completed  came  the  Wall  Street 
crash.  Faith  was  shattered,  the  luxury  of  office  buildings  became  an 
embarrassment  and  the  'cathedrals  of  commerce'  stood  half  empty. 
I  )uring  the  1930s  the  Empire  State  Building  became  known  as  the 
'Empty  State  Building'.  The  Chanin  Construction  Co.  managed 
to  survive  the  depression,  and  now,  in  a  period  when  nostalgia 
merits  the  art  historian's  serious  attention,  it  has  taken  on  a  new 
lease  of  life  as  a  splendid  monument  to  the  aesthetics  of  American 
'Modernism'  of  the  late  '20s  and  '30s.  The  geometrical  linearism  of 
the  skyscrapers  of  that  period  was  America's  contribution  to  Art 
Deco.  As  the  American  designer  Paul  Frank!  wrote  in  1928, 'We 
had  our  skyscrapers  and  at  that  very  date  they  had  been  developed 
to  such  an  extent  that,  if  it  had  been  possible  to  have  sent  an  entire 
building  abroad,  it  would  have  been  a  more  vital  contribution  in 
the  field  of  modern  art  than  all  the  things  done  in  Europe  added 
together'. 

The  Chanin  Construction  Company  continues  to  flourish  today 
under  the  presidency  of  Irwin  S.  Chanin  who  still  rules  his  empire 
from  the  executive  offices  on  the  fifty-second  floor  of  the  Chanin 
Building.  Looking  strong,  sun-tanned  and  at  least  two  decades 
younger  than  his  82  years,  'I.  S.'  (as  the  employees  call  the  boss) 
comes  into  his  office  most  days;  there  has  been  no  need  to  change 
some  of  the  name  plates  on  the  antiquated  switchboards  in  the 
executive  offices.  Now,  as  in  1929,  Mr.  Jacques  Delamarre,  the 
chief  architect,  or  Mr.  Severance,  the  head  of  public  relations,  still 
work  there.  Even  some  of  the  lobby  attendants  reminisce  about  the 
opening  of  the  building  in  1929;  one  of  them  is  given  to  fits  of 
shouting  interspersed  with  raucous  singing,  but  the  Chanin  family 
value  long  service  and  suffer  his  eccentricities  affectionately.  'I.  S.' 
wasborn  in  1892  in  Brooklyn  of  immigrant  Ukranian  parents,  who 
returned  to  Russia  when  he  was  eight  years  old,  but  came  back  to 
the  United  States  six  years  later.  He  studied  engineering  first  at 
night  classes,  and  later  as  a  full-time  student  at  the  Cooper  Institute. 
During  the  First  World  War  he  enlisted  and  was  sent  to  a  barbed- 
wire  enclosure  near  Cleveland  to  design  and  aid  in  the  construction 
for  poison  gas  manufacture.  From  the  first  his  building  ventures 
included  purchasing  land  (his  first  purchase  was  two  adjoining  lots 
for  $100.00),  on  which  he  built  private  houses  designed  in  accord- 
ance with  his  own  advanced  ideas.  Early  on  he  took  his  brother 
1  lenry  as  a  partner,  who,  until  his  death  a  few  years  ago,  was 
secretary  and  treasurer  of  the  company.  Together  they  expanded 
their  business  ventures;  in  1924  they  bought  a  $850,000  office  site 
in  Brooklyn  and  set  up  headquarters  there;  then  came  seven  theat- 
res in  New  York,  the  Lincoln  Hotel  (with  one  thousand,  four  hun- 
dred rooms)  from  44th  Street  to  45th  Street  on  8th  Avenue,  and  in 
1929  'the  astounding  peak  of  Terra  Cotta,  brick  and  steel,  the 
Chanin  Building'. 

'Fifty-six  stories  of  sunlight  at  New  York's  front  door'  was  the 
slogan  of  the  new  Chanin  Building.  The  building  set  no  height 
records;  its  chief  aim  was  to  attract  top  business  executives  to  set  up 
office  there ;  it  had  to  be  an  architectural  expression  of  modern  life 
'reflecting  the  spirit  and  mood  of  this  age  of  business  as  definitely 
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as  the  religious  houses  of  Europe,  built  during  the  middle-ages, 
mirror  the  periods  of  their  construction'.  In  the  religious  houses  of 
Europe  the  High  Altar,  the  East  Window,  the  font  or  the  pulpit 
merited  the  finest  adornment,  because  of  their  religious  import- 
ance. In  the  modern  skyscraper  it  was  the  lobbies,  the  executive 
suites,  the  high-speed  elevators  and  the  subterranean  passages. 
Every  new  labour-saving,  time-saving  or  money-making  device, 
every  latest  invention  in  comfort  and  luxury  was  incorporated  into 
the  decorative  scheme.  These  constituted  the  core  of  high-powered 
business  and  their  excellence  determined  the  excellence  of  the 
building.  The  special  features  of  the  Chanin  Building  included  a 
passageway  under  42nd  Street  connecting  with  the  Grand  Central 
Terminal,  twenty-one  Otis  automatic  signal-controlled  elevators,  a 
cooling  system  which  required  seven  tons  of  ice  to  be  brought  in 
on  a  hot  summer's  day,  and  a  new  passenger  station  of  the  Balti- 
more and  Ohio  railroad  in  the  West  Side  of  the  ground  storey, 
which  included  a  turntable  so  that  coaches  could  be  turned  and 
take  passengers  away  from  the  building  as  well  as  bringing  them 
into  it. 

Innovation  and  streamlining  were  not  confined  to  the  interior. 
Irwin  Chanin  was  determined  that  his  building  should  become  a 
New  York  landmark,  a  facade  synonymous  with  elegance  and 
modernism.  On  the  chosen  site  the  New  York  zoning  laws  pre- 
sented special  problems  that  had  to  be  overcome.  These  laws  were 
brought  into  operation  in  1916  by  a  Commission  on  Building 
Districts  and  Regulations  in  order  to  give  greater  access  of  light 
and  air  to  separate  buildings  and  to  the  street,  and  to  prevent  the 
risk  of  one  building  being  blanketed  by  another.  After  1916  it  was 
no  longer  possible  to  erect  a  skyscraper  in  which  the  tower  occu- 
pied the  same  area  as  the  base.  The  zoning  laws  required  roof 
setbacks  after  a  certain  level ;  the  higher  the  building  rose  the  more 
setbacks  there  had  to  be,  and  the  smaller  the  percentage  of  the  total 
lot  the  tower  was  permitted  to  cover.  It  was  these  laws  rather  than 
the  much  talked  about  Aztec  influences  that  gave  New  York  sky- 
scrapers their  pyramidal  shapes.  The  zoning  laws  varied  according 
to  district,  and  the  plot  upon  which  the  Chanin  building  is  located 
was  controlled  by  three  sets  of  zoning  rules.  An  article  in  the 
February  1929  issue  of  'Architecture  and  Building'  outlines  the 
situation: 

The  42nd  Street  and  Lexington  Avenue  frontages  each  are  governed 
by  their  own  codes.  That  portion  of  the  4 1st  Street  side  of  the  building 
within  7j  feet  oj  Lexington  Avenue  is  governed  by  the  Lexington 
Avenue  code,  while  the  remaining  1 00  feet  of  the  total  1 75 feet  of  the 
41st  Street  frontage  is  governed  by  the  41st  Street  restrictions.  These 
differences  in  zoning  regulations  necessitated  a  grouping  or  massing 
with  respect  to  tlic  tower  rather  than  street  frontage,  usually  the 
controlling  factor.  A  study  of  the  lines  of  the  building  reveals  that  the 
setbacks  have  been  arranged  in  such  a  manner  that  the  tower,  the  central 
feature  of  the  building,  is  supported  artistically  as  well  as  structurally. 

It  is  precisely  this  variety  of  recessions  that  gives  the  building  its 
special  character.  Above  the  seventeenth  floor  an  ordered  puzzle  of 
set-backs  forms  a  pyramidal  base  to  the  handsome  tower.  The  first 
seventeen  floors  rise  clear  from  the  property  line  except  on  the 
Lexington  Avenue  side  which  is  recessed  through  the  centre  above 
the  fourth  floor,  but  rises  sheer  to  the  twenty-fifth  floor.  Nine 
buttresses  extend  along  the  recessed  portion  of  the  facade  on  the 
level  of  the  fifth  and  sixth  floors.  Amazing  as  it  may  seem  today, 


1.  Huch  Terriss.  The  Chanin  Building  floodlit  at  night. 
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the  steel  frame  of  the  building  was  set  in  one  hundred  and  four 
working  days;  the  building  was  topped  out  with  buff  brick  and 
terracotta  in  two  hundred  and  five  days.  The  whole  operation  cost 
$14,000,000.  The  main  body  of  the  building  is  brick;  the  terra- 
cotta was  used  for  ornamentation,  which  includes  modernistic 
ornaments  and  a  frieze  decorated  with  stylised  plant  forms  running 
round  the  building  at  the  fourth  floor.  The  crown  of  the  building 
was  what  excited  most  comment  in  1929,  particularly  the  use  of 
illumination  for  architectural  purposes.  The  set-back  at  the  fifty- 
third  floor  provided  space  for  a  platform  on  which  to  rest  a  battery 
of  two-hundred  and  twelve  floodlights  to  illuminate  the  crown. 
The  space  was  also  used  to  make  an  impressive  sheltered  promen- 
ade underneath  the  pierced  buttresses  that  rise  from  the  set-back. 
The  effect  of  the  floodlighting  was  to  reverse  the  architectural 
pattern  by  day  and  by  night.  By  day  the  protruding  buttresses 
were  clearly  visible;  by  night  floodlighting  brought  out  the  spaces 
between  the  buttresses,  while  the  buttresses  receded  into  darkness. 
The  distinctive  shape  of  the  tower  by  day,  and  the  dramatic 
transformation  by  night  ensured  that  the  Chanin  building  made 
its  presence  felt  and  appreciated  to  New  Yorkers  over  a  thirty-five 
mile  radius. 

'The  City  of  Opportunity'  was  the  theme  of  the  Chanin  build- 
ing, and  this  is  most  clearly  stated  in  the  two  scries  of  sculptures  and 
bronze  grilles  in  the  lobby,  which,  as  the  publicity  handout  has  it, 
'portray  the  mental  and  physical  processes  by  which  an  individual 
in  New  York  City  may  rise  from  a  humble  beginning  to  wealth 
and  influence  by  the  power  of  his  own  mind  and  hands'.  The  eight 
sculptured  figures  represent  enlightenment,  vision,  courage  and 
achievement  ('the  evolution  of  mental  achievement'),  and  activity, 


effort,  endurance  and  success  ('the  evolution  ot  the  physical  side  of 
success  ).  The  bronze  radiator  grilles  beneath  each  sculpture  give 
an  abstract  modernistic  interpretation  of  the  themes.  These,  to- 
gether with  many  other  details  like  the  elevator  doors,  elevator 
corridors,  the  store  fronts  in  the  main  corridor,  the  mail  boxes,  the 
clocks  and  the  floor,  designed  in  the  'modern  manner'  contribute 
to  the  overall  splendour  of  the  main  lobby.  Here  and  elsewhere  in 
the  building  materials  'gathered  from  the  ends  of  the  earth'  were 
used:  American  steel,  Belgian  marble,  English  hardwood,  golden 
ebony  from  South  America  and  tiger  wood  from  Guiana,  'fabric- 
ated  and  made  useful  and  beautiful  by  daring  American  steclwork- 
ers,  gifted  Italian  sculptors,  and  precise,  plodding  Swedish  cabinet- 
makers'. But  nowhere  in  publicity  handouts  or  magazine  articles  is 
any  tribute  paid  to  the  brilliant  talents  of  the  designer  who  con- 
ceived it  all.  His  name  is  Jacques  Delamarre^  he  has  spent  his  lite 
designing  buildings  for  the  Chanin  Construction  Company,  and  he 
is  still  to  be  found  at  his  drawing  board  in  dingy  offices  somewhere 
along  the  jungle  of  corridors  on  the  fifty-second  floor  of  the 
Chanin  building.  He  cannot  really  cite  any  definite  influences  in 
his  design;  of  course,  he  says,  all  art  students  in  his  day  were  tre- 
mendously impressed  by  the  decorative  arts  in  France,  but  his  own 
designs  quite  simply  expressed  modern  America.  The  great  differ- 
ence between  modern  New  York  and  modern  Paris  was  that  Paris 
was  a  city  of  designers;  New  York  was  a  city  of  businessmen.  It  is 
I.  S.  Chanin  who  claims  the  credit  for  the  Chanin  Building.  Had  it 
been  built  in  Paris,  Jacques  Delamarre  (an  American  despite  the 
French-sounding  name)  would  have  achieved  the  stardom  he 
undoubtedly  deserves.  The  sheer  quantity  of  design  work  in  the 
one  building  is  overwhelming,  not  to  mention  his  work  in  con- 
nection with  other  Chanin  Construction  Company  ventures.  (In 
addition  to  those  already  mentioned  there  were  the  Majestic  Apart- 
ments on  Central  Park  West,  and  Green  Acres  in  Nassau  County, 
'a  planned  community  for  the  motor  age',  built  in  1936.)  Apart 
from  the  lobby  in  the  Chanin  Building,  there  are  the  executive 
offices  with  the  nickel-plated  entrance  gates,  the  offices  themselves, 
and  above  all  a  magnificent  bathroom  decorated  with  cream  and 
gold  ceramic  tiles.  The  bath-tub  is  hidden  behind  huge  engraved 
glass  panels,  topped  with  a  gold-plated  sun-burst  pattern.  There  is 
something  of  the  Ziegfeld  tradition  about  Mr.  Delamarre.  Un- 
fortunately the  theatre  he  designed  no  longer  exists.  It  had  a  seating 
capacity  of  two  hundred  and  used  to  be  on  the  fiftieth  and  fifty- 
first  floors.  It  has  to  give  way  to  the  urgent  demand  for  more  office 
space.  Modernization  has  also  done  away  with  the  chandeliers  and 
original  ceiling  in  the  lobby,  and  the  twenty-one  individually 
designed  elevator-cabs. 

What  remains  of  the  original  1929  building  is  a  shining  personal 
tribute  to  the  work  of  Jacques  Delamarre  and  the  enterprise  of  I.  S. 
Chanin.  It  is  also  an  important  example  of  the  best  of  American 
modernism  that  swept  America  during  the  '20s  and  '30s.  The 
splendour  of  the  Chanin  Building  has  been  partially  eclipsed  by  the 
Chrysler  Building  that  went  up  on  the  opposite  corner  of  42nd 
Street  in  1930;  but  originally  it  was  the  Chanin  Building  that 
brought  style  to  a  then  unf  ashionable  part  of  town.  Also  the  ugli- 
ness of  the  shop  fronts  at  street  level  might  prevent  the  eye  from 
travelling  further  up  to  Jacques  Delamarre's  belt-course  of  bronze 
depicting  animal  and  plant  life,  and  the  impressive  building  be- 
yond. But  neither  of  these  things  should  deter  the  true  Art  Deco 
enthusiast  from  bestowing  upon  the  Chanin  Building  the  admir- 
ation and  attention  it  deserves. 


7.  Buttressed  gallery  on  the  fifty-third  floor,  at  one  of  the  'set-backs' 
demanded  by  New  York  zoning  regulations. 

8.  Plaques  in  the  executive  suite  depicting  a  vision  of  cities  of  the  future. 

9.  Gates  leading  to  the  executive  suite.  The  cogwheels  of  industry  and  its 
fruits  -  the  piles  of  coins  at  the  base  of  each  gate. 

II.  Elevator  door  designed  by  Jacques  Delamarrc. 


RICHARD  DADD 


A  Psychological  Interpretation 


Peter  Fuller 

This  article  is  not  intended  to  compete  on  an  art  historical  or  art  critical  level  with  existing  studies  of  Richard 
Dadd.  It  offers  an  existential,  psychological  approach  to  the  life  and  work  of  'the  parricide  Dadd,  whose  deeds,' 
according  to  World  of  December  26  1877,  sent  a  thrill  of  horror  once  through  the  length  and  breadth  of  the  land'. 


In  the  last  decade  there  has  been  a 
great  revival  of  interest  in  Dadd  cul- 
minating in  the  exhibition  at  the  Tate 
Gallery,  London  (until  18  August).  This 
demand  is  not  just  the  result  of  growing 
interest  in  Victoriana,  nor  an  objective  re- 
valuation of  Dadd's  'aesthetic'  content. 
Dadd's  biography  and  his  art  are  insepar- 
able: 'a  thrill  of  horror'  is  as  much  a 
component  in  our  attitudes  to  his  canvases  as 
it  was  in  the  Victorians' response  to  his  story. 
Both  chronicle  the  transition  from  a 
universally  shared  preoccupation  with  the 
idea  of  parricide,  to  a  reparation  (of  a  kind) 
for  father-murder  as  fact. 

Born  in  1789,  Richard's  father,  Robert 
Dadd,  was  apprenticed  as  a  chemist.  As  a 
young  man,  he  acquired  his  own  business 
in  Chatham  -  and  was  comfortably  off 
throughout  his  life.  In  1812,  he  married 
Mary  Martin.  Richard,  the  couple's  fourth 
child,  was  born  in  1817.  In  1823,  Mary 
delivered  their  seventh  child,  George,  but 
she  died  immediately  afterwards.  Two 
years  later,  Robert  married  Sophia,  an 
eighteen-year-old  girl.  She  bore  him  two 
more  children,  but,  by  1835,  she,  too,  was 
dead.  The  family  moved  to  London,  where 
Robert  ran  a  silver-gilding  shop. 

In  1837,  Richard  joined  the  Royal 
Academy  schools  as  a  probationer.  Much 
of  his  early  work  consists  of  dull  academic 
studies  which  apparently  gratified  the 
Academy's  authorities.  He  enjoyed  the 
reputation  of  a  man  with  talent.  He  was 
also  involved  with  the  Clique  -  a  half- 
hearted group  of  young  protesters  -  to 
whom  he  confessed  his  ambition  to  paint 
from  imagination.  Some  important  fairy 
paintings  from  this  period,  relating  to  the 
Obcron-Titania  myth,  have  survived. 

In  1842,  Dadd  went  on  a  journey  to 
Egypt  and  the   Middle  East  with  Sir 


Thomas  Phillips:  his  job  was  to  produce  a 
visual  record  of  the  trip,  which  lie  did  in  a 
tedious,  conventional,  'objective'  way.  His 
persecution  fantasies  worried  Sir  Thomas. 
In  Italy,  on  the  return  journey,  Dadd  only 
restrained  an  impulse  to  attack  the  Pope 
with  great  difficulty.  Back  in  England  in 
April  1843;  he  retained  his  intellectual 
faculties,  becoming,  if  anything,  shrewder 
and  sharper,  but  grew  increasingly  suspici- 
ous, and  told  friends  he  was  searching  for 
the  Great  Fiend.  (Later,  when  in  confine- 
ment, he  professed  to  receive  mandates 
from  Osiris,  the  Egyptian  god  of  the  dead.) 
That  August,  he  murdered  his  father  with 
a  razor.  His  younger  brother,  George,  who 
also  showed  signs  of  paranoia,  was  at  once 
admitted  to  an  asylum.  But  Richard  fled  to 
France,  where  he  attempted  another  mur- 
der before  he  was  arrested.  Brought  back 
to  England,  he  was  examined  and  sent  to 
Bethlem  Hospital  in  1844.  After  some 
months,  he  began  to  paint  again:  first, 
biblical  and  Shakespearian  themes,  then  a 
long  scries  of  Sketches  to  Illustrate  the 
Passions,  followed  by  the  fantastic  land- 
scapes and  two  late  fairy  paintings  for 
which  he  is  best  known.  Many  of  his  works 
were  secured  and  destroyed  by  relatives. 
He  died  in  1886. 

At  the  time  of  writing,  the  major 
existing  text  on  Dadd  is  David  Greysmith's 
monograph,  Richard  Dadd:  the  Rock  and 
Castle  of  Seclusion,  (Studio  Vista,  1973, 
^6.80).  The  book  is  flawed  with  irritating 
technical  errors  and  omissions,  but  these 
arc  not  its  most  serious  weaknesses.  Grey- 
smith  works  from  the  assumption,  'the 
most  interesting  factor  in  Dadd's  life  is 
the  conjunction  of  his  two  conditions  - 
artist  and  madman'.  However,  although 
he  makes  frequent  use  of  the  concept 
'schizophrenia',  he  appears  to  have  no 


clear  view  of  it,  and  writes  as  if  it  was  like 
an  extraneous  disease,  which  suddenly 
struck  Dadd,  producing  curious  symptoms 
which  he  then  refers  to  as  the  independent 
cause  of  certain  characteristics  in  his  sub- 
ject's behaviour  and  art. 

There  are,  of  course,  some  who  still 
believe  that  'schizophrenia'  is  an  organic 
disease,  and  nothing  else,  but  dynamic 
psychology  has  produced  overwhelming 
evidence  that  it  is  a  functional,  psycho- 
genic condition.  Although  predisposing 
constitutional  factors  may  be  relevant,  it  is 
regarded  as  a  significant  response  to  a 
specific  conjuncture  of  environmental 
forces.  Sometimes  the  subject  appears  to 
turn  away  from  the  external  world  entire- 
ly, and  to  act  as  if  his  internal  world  con- 
stituted reality.  However,  his  conceptions 
(as  in  Dadd's  case)  arc  often  highly  organis- 
ed, and  the  structures  he  builds  are  fre- 
quently coherent  and  explicable  in  terms  of 
his  experience.  What  was  once  regarded  as 
the  chaos  of  total  madness  is  now  related  to 
'normal'  developmental  stages  of  early 
childhood,  and  to  the  conditions  under- 
lying the  neuroses  (in  which  subjects  ap- 
pear to  retain  full  capacity  for  distinguish- 
ing between  internal  and  external  reality, 
the  presence  or  absence  of  which  was 
formerly  regarded  as  the  distinction  be- 
tween psychosis  and  neurosis). 

In  'Logical  Requirements  of  Research 
into  Schizophrenia'  (British  Journal  of 
Psychiatry,  Vol.  114,  1968,  pp.  18 1-8), 
Bannister  convincingly  demonstrated  that 
'schizophrenia'  is  such  a  diverse  and  con- 
tused concept  that  it  has  no  real  scientific 
validity.  He  concluded,  'research  into 
schizophrenia,  as  such,  should  not  be 
undertaken'.  Laing,  and  other  existential 
psychologists,  agree  with  these  findings, 
but  insist  that  what  is  called  'schizophrenia' 
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is  an  intelligible  expression  of  an  indivi- 
dual's experience  of  bcing-in-himsclt  and 
being-in-the-world.  Nothing  can  be  ach- 
ieved by  labelling  Dadd  'schizophrenic', 
and  then  explaining  away  what  he  did, 
and  what  he  produced,  by  reference  back 
to  the  label  -  though  this  is  Greysmith's 
technique. 

The  key  to  Dadd  is  the  act  of  father- 
murder.  Intended  parricide  is  a  central 
theme  in  clinical  analyses,  and  in  psycho- 
analytic formulations  about  society.  Ac- 
cording to  Freud,  the  male  child  wishes  for 
exclusive  possession  of  the  mother,  and 
wants  to  eliminate  the  father  as  rival.  But 
the  relationship  with  the  father  is  ambiva- 
lent: hostility  co-exists  with  love  and 
admiration.  Usually,  tear  of  castration 
leads  to  the  repression  of  parricidal  inten- 
tions, which  arc  replaced  in  consciousness 
by  the  sense  of  guilt.  But  repressed  im- 
pulses are  not  rendered  inactive:  the  ego 
has  constantly  to  defend  against  their  re- 
emergence.  In  Freud's  view,  renunciation 
of  parricide  and  incest  was  the  essential 
pre-condition  for  societal  organisation, 
religion  and  art  (i.e.  everything  we  know 
as  civilization).  But  he  saw  that  within 
these  structures,  unconscious  impulses 
were  allowed  displaced  expression  in  dis- 
guised ways.  For  example,  he  pointed  out 
that  the  theme  of  parricide  recurs  in  many 
of  the  greatest  works  of  literature,  especi- 
ally tragedy.  In  Dostoevsky  and  Parricide 
he  says  that  it  underlies  not  just  Oedipus 
Rex,  but  also  Hamlet  and  Brothers  Karama- 
zov.  Thus  the  impulse  to  destroy  the 
father  cannot  be  regarded  as  a  senseless 
product  of  Dadd's  madness:  it  coincides 
with  a  wish  which,  at  some  time  in  their 
lives,  has  been  experienced  by  all  men 
brought  up  in  nuclear  families. 

The  evidence  of  the  paintings  suggests 
that  Dadd's  early  experience  intensified  his 
hostility  towards  the  father.  He  uncon- 
sciously held  Robert  responsible  for  the 
disappearance  of  the  mother,  with  whom 
he  had  identified.  At  the  time  of  his 
adolescence,  commonly  characterised  by  a 
resurgence  of  the  Ocdipal  conflict,  the 
father's  'crime'  seemed  to  be  repeated,  with 
the  sudden  death  of  his  youthful  step- 
mother. The  idea  of  vengeance  on  the 
father  co-existed  with  Oedipal,  parricidal 
impulses.  Although  hostility  was  mitigated 
through  the  loving,  fearful  aspect  of  am- 
bivalence, the  ego  could  contrive  no 
defences  strong  enough  to  contain  aggres- 


i.  Puck  and  the  Fairies.  Oil,  c.  1841.  Private  collection. 

sion  towards  his  father,  whom  Dadd 
murdered  in  fact. 

If  we  look  at  Dadd's  pre-parricide  paint- 
ings, we  see  that  he  sometimes  craved  for 
an  'objective',  academic  style,  based  on 
trained  observation,  while  other  pictures 
arecarefully  wrought  fantasies  set  ina  fairy- 
tale context.  The  two  approaches  indicate 
two  distinct  defensive  processes  initiated  by 
his  ego  to  maintain  control.  In  the  former, 
he  tries  to  cling  to  external  reality,  whereas 
in  the  latter,  he  allows  his  internal  world 
expression,  but  attempts  to  reorganise  it  in 
an  acceptable  way. 

An  early  work,  Portrait  Heads  oj  the  Dadd 
Family  (No.  3),  shows  himself  in  the  middle 
surrounded  by  his  siblings,  and  his  father 
(top  right).  Painted  in  1838,  this  picture 
strives  for  'realistic',  factual  likenesses  of  his 
family.  Dadd  is  reaching  out  towards  the 
external  world,  endeavouring  to  deny  the 
internal  altogether.  Even  so,  this  picture 
contains  indications  of  another  kind.  He 
depicts  himself  trapped  in  the  middle  of  the 
group,  significantly  smaller  than  all  the 
others.  (Excepting  the  head  on  the  extreme 
lower  right,  which,  interestingly,  is  prob- 


ably a  cousin  and  not  one  of  the  nuclear 
family  at  all.)  The  others  seem  to  revolve 
around  himself  at  the  centre.  The  painting 
was  produced  after  the  death  of  his  mother 
and  step-mother,  who  do  not,  therefore, 
appear. 

In  my  view,  Puck  and  the  Fairies  (No.  1), 
c.  1 841,  is  also  about  his  family  with  him- 
self (as  Puck)  at  the  centre,  and  the  other 
members  (the  fairies)  revolving  around  him. 
Here,  however,  the  defensive  process  con- 
sists of  an  attempt  to  reconstruct  a  more 
tolerable  internal  world,  one  which  evades 
the  necessity  of  parricide  and  vengeance 
(which  run  the  risk  of  castration).  The 
painting  is  in  some  ways  like  a  dream:  it  is 
built  up  around  unconscious  wishes  which 
have  been  subject  to  distortion  through 
displacement,  symbolisation  and  condens- 
ation. (Puck's  dominant  position  and  gi- 
gantic size  in  comparison  to  the  fairies  is  a 
fantasised  reversal  of  infantile  perceptions 
of  his  family  role.)  But  unconscious  wishes 
are  far  from  being  allowed  direct  expres- 
sion (as  in  many  of  the  post-parricide  paint- 
ings). Rather,  Dadd  exploits  fairy  conven- 
tions reparatively  -  as  if  he  was  trying  to 
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2.  At  Bethlehem,  near  the  Greek  Convent  of  the 
Nativity  of  Christ.  Watercolour,  1842.  Private 
collection. 

reconstruct  his  own  unconscious  fantasies. 

The  most  significant  fairy  paintings  - 
Puck  and  the  Fairies  (No.  1),  Titania  Sleeping 
(No.  4),  Contradiction  -  Oberon  and  Titania 
(No.  13)  and  The  Fairy-Feller's  Master 
Stroke  (No.  9)  belong  to  the  years  immedi- 
ately preceding  the  parricide,  and  to  a 
period  beginning  some  ten  years  after  it. 
According  to  Shakespeare's  Midsummer 
Night's  Dream,  an  admitted  influence  on 
Dadd,  the  Fairy  King  Oberon  quarrelled 
with  his  Queen,  Titania,  when  she  refused 
to  give  up  a  changeling  boy  to  him  as  a 
page.  Titania  departed  in  a  rage,  but 
Oberon  enlisted  Puck's  help  in  the  admin- 
istration of  love  potions  to  effect  a  recon- 
ciliation. Despite  a  long  series  of  entangle- 
ments, Puck  played  a  vital  part  in  bringing 
about  the  final  harmony.  In  Drayton's 
Nymphidia,  too,  Puck  helps  Oberon  to 
search  for  Queen  Mab,  who  has  eloped 
with  Pigwiggin.  Oberon's  eventual  battle 
of  attrition  with  the  adulterous  fairy  is  cut 
short  by  Proserpina  who  intervenes,  be- 
stowing mist,  Lethe  water,  and  harmony. 
The  fairy  world  was  internal  reality  as  he 
wished  to  reconstruct  it.  In  Oberon's  king- 
dom the  lost  mother  returns,  happiness  is 
restored,  conflicts  are  neutralised  by  magic, 
and  the  necessity  of  vengeance  is  elimin- 
ated. But  this  attempted  substitution  prov- 
ed no  more  effective  than  the  clinging  to 
'factual'  reality. 

The  precipitating  factor  for  the  dissolu- 
tion of  his  ego-defences  appears  to  have 
been  the  visit  to  the  Middle  East.  His  later 
pictures  -  The  Flight  Out  of  Egypt,  1849-50 
(No.  5)  and  The  Flight  into  Egypt,  1855  - 
frequently  refer  to  this  event.  Perhaps 
influenced  by  the  personal  symbolism 
which  he  attached  to  the  area's  historical 
and  religious  associations,  he  became  in- 
creasingly unable  to  distinguish  between 
inner  and  outer  realities,  frantically  attempt- 
ing to  cope  with  his  own  aggression  by 

3.  Portrait  Heads  of  the  Dadd  Family. 
Watercolour,  1838.  Private  collection. 
Identification  according  to  Greysmith:  top  row 
1.  to  r.  one  of  the  sisters,  probably  Rebecca; 
George  William;  Robert  (Stir.). 
Bottom  row.  Robert  (Jnr.) ;  one  of  the  sisters, 
probably  Mary  Ann;  Richard;  Stephen;  and 
finally,  cither  one  of  the  half-brothers,  (though 
he  sports  side-burns  and  the  eldest  would  have 
been  only  12),  or  perhaps  a  cousin. 


4.  Titania  Sleeping.  Oil,  c.  1841.  Inscribed: 
'There  lies  Titania  some  time  of  the  night, 
lulled  in  these  flowers  with  dance  and  delight'. 
Collection  Miss  V.  R.  Levine. 


projecting  it  successively  on  to  his  patron, 
the  Pope,  and  his  friends.  Eventually,  the 
repressed  erupted  in  unmcdiated  form 
when  he  murdered  his  father. 

Like  the  Oberon-Titania  constructions, 
his  delusions  in  confinement  also  contain  a 
reparative  moment :  but  now  it  is  more  an 
attempt  to  justify  a  parricide  which  has 
occurred,  than  to  construct  magical  situ- 
ations in  which  it  is  irrelevant.  For  example 
he  claimed  to  be  in  touch  with  Osiris,  a 
mythical  king  of  the  ancient  Egyptians, 
who  civilized  and  educated  his  kingdom. 
Wishing  to  influence  the  rest  of  the  world, 
Osiris  left  Egypt  in  the  hands  of  his  wife, 
Isis.  But  when  he  returned,  he  was  murder- 
ed by  his  seditious  brother,  Set.  Honrs, 
Osiris's  son,  helped  Isis  to  gather  his  man- 

5.  The  Flight  Out  of  Egypt,  1849-50.  Tate  Gallery. 
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gled  remains,  and  he  was  then  revered  as 
die  god  of  the  dead.  Horus  became  the  god 
of  new  life.  The  relevance  of  the  myth  to 
Dadd's  fantasies  is  self-evident. 

Many  of  the  paintings  of  the  first  part  of 
his  confinement  explore  themes  related  ex- 
plicitly to  regicide,  parricide,  and  the  mur- 
der of  mighty  warriors  in  unequal  strug- 
gles. A  painting  of  1852  is  a  lurid  Sketch  of 
the  Death  of  Richard  II  in  Pomfret  Castle.  A 
Skctcli  of  the  Passions:  Hatred,  completed 
the  following  year,  is  inscribed,  'Murder  of 
Henry  VI  by  Richard  Duke  of  Gloucester, 
'See  how  my  sword  weeps  at  the  poor 
king's  death,  Vide  Shakespeare's  Play'.  In 
1864,  Dadd  pictured  the  infamous  Duke  as 
a  king,  in  a  now  lost  picture  entitled 
Richard  III  having  slain  his  two  nephews.  The 
only  Shakespearean  themes  which  interest- 
ed him  at  this  time  were  those  in  which  a 
Richard  (his  own  name)  was  either  the 
murdered  or  the  murderer:  often  they  con- 
tain apparent  self-likenesses.  (It  is  reason- 
able to  suppose  that  his  surname  also  play- 
ed a  part  in  his  fixations.)  Similar  themes 
occur  in  depictions  of  Cain  murdering 
Abel,  the  death  of  Abimelech,  and  another, 
Sketch  to  illustrate  the  Passions:  Battle  or 
Vengeance.  Sometimes,  as  in  Mercy:  David 
Spareth  Saul's  Life,  the  possibility  of  a  parri- 
cidal act  is  referred  to,  but  renounced.  In 
such  paintings,  it  is  as  if  Dadd  were  looking 
again  at  his  terrible  act,  sometimes  justify- 
ing it,  sometimes  trying  to  atone  for  it.  But 
through  them  all  runs  his  fear  of  castration 
from  the  father.  The  imagery  is  invariably 
rich  in  symbols  of  phallic  mutilation  - 
bloody  swords,  broken  staves  and  studded 
clubs.  One  picture,  above  all  others,  may 
be  read  as  an  attempt  to  vindicate  parricide 
as  a  response  to  the  fear  of  castration :  The 
Child's  Problem  of  1857  (No.  8)  shows  a  boy 
playing  black  in  a  chess  game  against  an 
old  man,  who  has  apparently  fallen  asleep, 
confident  of  victory.  The  child  is  apparent- 
ly ridden  with  anxiety,  having  just  made 
Ins  move.  To  alter  it  would  be  an  infringe- 
ment of  the  rules  as  he  has  taken  his  hand 
away.  His  face  expresses  malevolent  terror, 
or  violence  suppressed  through  fear.  Al- 
though I  consider  Grcysmith's  comments 
on  this  picture  to  be  totally  inadequate,  he 
has  rendered  a  service  by  reconstructing  the 
position  on  the  board. The  child  is  trapped: 
white  must  win  in  just  two  moves.  Sig- 
nificantly, a  picture  on  the  wall  in  the  back- 
ground shows  a  manacled  black  slave  above 
the  slogan,  'Am  I  nota  man  and  a  brother?' 


10.  Hatred,  1853.  Incribcd:  'Sketch  of  the 
Passions  -  Hatred,  Murder  of  Henry  6th.  by 
Richard  Duke  of  Gloucester  "See  how  my  sword 
weeps  at  the  poor  king's  death"  Vide 
Shakespeare's  play  . . .'.  Dctlilcni  Royal  Hospital. 


11.  Murder,  1854.  Inscribed:  'Sketch  to  illustrate 
the  Passions.  Murder.  Cain  murders  Abel . . .'. 
Bethlem  Royal  Hospital. 


In  his  classic  paper,  'The  Problem  of  Paul 
Morphy',  a  study  of  the  nineteenth-cen- 
tury American  chess  genius,  Ernest  Jones 
demonstrated  that  chess  symbolised  the 
Ocdipal  conflict.  The  object  of  the  game 
is  to  kill  the  King:  'Checkmate'  means, 
'The  King  is  dead!'  The  most  powerful 
attacking  piece  is  the  most  desirable  ally  of 
all,  the  Queen  (mother).  In  this  game  the 
child  has  noticeably  lost  his  Queen,  as 


Dadd  had  lost  his  mother  at  the  age  of  six. 
Victory  in  chess  symbolised  defeat  of  the 
father;  loss  represented  submission  to  cas- 
tration. The  child's  problem  is  that  in  his 
position  there  is  no  way  within  the  rules  he 
can  evade  being  beaten  (castrated).  The 
picture  suggests  that  the  only  option  open 
to  him  is  a  violent  attack  on  the  sleeping 
figure.  Interestingly  Dadd  calls  this  paint- 
ing a  'Fancy  Sketch'  in  his  inscription. 

As  the  years  passed  in  Bethlem,  the  ex- 
plicit, theatrical  depictions  of  parricidal 
violence  gave  way  to  a  more  highly 
organised,  meticulous  and  obsessive  tech- 
nique in  his  painting.  After  the  shattering 
experience  of  the  murder  itself,  Dadd  was 
rebuilding  a  self-consistent  universe  -  an 
autonomous  substitute  for  the  reality  he 
had  deserted.  Two  pictures  took  several 
years  each  to  complete.  Both  returned  to 
fairy  themes  for  the  first  time  since  the 
murder :  Contradiction  -  Oberon  and  Titania, 
1848-58  (No.  13)  and  The  Fairy  Feller's 
Master  Stroke,  1855-64  (No.  9).  Formally, 
these  paintings  are  far  more  consistent  and 
elaborate  than  anything  else  he  produced: 
they  seem  to  insist  that  his  beloved  fairy 
kingdom  is  real:  the  furies  arc  real,  with 
individualised  characters;  the  landscape  is 
real;  built  into  it  are  real  leaves,  grasses, 
butterflies,  nuts  and  fir-cones.  This  is  quite 
distinct  from  the  dreaminess  of  the  early 
fairy  paintings,  or  the  stage-like  settings 
for  the  scenes  of  violence.  It  is  as  if,  at  last, 
Dadd  had  found  an  integrated  'reality'  for 
himself  and  was  prepared  to  abandon  other 
kinds  of  experience  altogether.  But  mani- 
festly, Dadd's  'reality'  was  different  in 
every  respect  from  that  perceived  by  'nor- 
mal' persons.  Even  scale,  space  and  time 
are  transformed:  everything  within  these 
paintings  seems  frozen  in  perpetuity. 

The  reason  for  this  resolution  (however 
unsatisfactory  it  might  have  appeared  to 
persons  other  than  Dadd)  is  suggested  in 
the  symbolic  content  of  the  Fairy  Feller's 
Master  Stroke;  Dadd  produced  an  extreme- 
ly literal  text  in  which  he  described  all  the 
characters  it  contained.  But  he  did  not 
pretend  that  the  verbal  account  fully 
explained  the  picture.  'You  can  afford  to 
let  this  go/For  naught  or  nothing  it  ex- 
plains /  And  nothing  from  nothing  gains',  he 
warned  the  reader.  Apparently,  the  fairy- 
fcllcr  is  about  to  cleave  a  nut  in  two  to 
provide  a  new  chariot  for  Queen  Mab. 
The  Patriarch,  an  arch-magician,  is  at 
the  centre  of  the  scene,  and  everyone 
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else  is  arranged  round  him.  'Splitting 
is  either  good  or  bad  For  not  so  the 
same  terms  are  had',  Dadd  comments  on 
the  task  before  the  feller.  Grcysmith  is 
probably  right  when  he  sees  here  a  refer- 
ence to  Dadd's  'own  personal  tragedy'.  It 
appears  that  the  feller  has  two  choices:  to 
split  the  nut  (according  to  the  rules  and  the 
literal  description)  or  to  leap  forward  and 
attack  the  Patriarch  himself  with  the  axe: 
the  apprehensive  bald-headed  fairy  crouch- 
ing on  the  Patriarch's  right  appears  to  an- 
ticipate the  assault.  Perhaps  it  was  only 
when  he  convinced  himself  that  the  solu- 
tion to  The  Child's  Problem,  had  indeed, 
been  The  Fairy  Feller's  Master  Stroke  that 
Dadd  could  go  on  to  rebuild  an  autono- 
mous reality,  of  sorts,  over  the  disruptive 
force  of  his  own  aggression.  Certainly,  he 
executed  the  former  picture  after  he  had 
done  two  of  Ins  eleven  years'  work  on  the 
latter  -  and  it  is  inconceivable  that  they  are 
not  thematically  related. 


12.  Richard  Dadd  at  work  on  Contradiction 
Obcron  and  Titania  c.  1856. 


13.  Contradiction  - 
Obcron  and  Titania,  1848-5 
Private  collection. 


1.  ? John  Townesend,  signed,  c.  1742  (?),  43  x  34^-  inches. 
Scottish  National  Portrait  Gallery. 

2.  Careiv  Mildmay,  1749,  50  x  40  inches.  Marcus  Worslcy, 
Esq.,  M.P. 

3.  Sir  Francis  Head  and  his  Family,  signed  and  dated  1750, 
104  X  129  inches.  On  Loan  to  Aston  Hall,  Birmingham. 


ANDREA  SOLDI 

Part  II 

John  Ingamells  • 


For  twenty  years  after  his  release  from  the  Fleet  (sec  Part  I,  The 
Connoisseur ,  March  1974)  Soldi  continued  to  paint  attractive  portraits 
which  increasingly  diverged  from  the  grand  manner  proposed  and 
practised  by  Reynolds.  The  Royal  Academy  which  embodied  and  sanctified 
Reynolds'  beliefs  was  founded  exactly  at  the  time  when  all  reference  to  Soldi 
1  rases,  and  111  the  implications  of  this  fact  lies  the  story  of  his  later  work  and  life. 

Vcrtue's  next  mention  of  Soldi  came  in  1746  when  he  noted  that  he  had 
painted  'the  head  of  a  Doctor  of  Lawcs  my  particular  Friend,  very  well  painted 
&  like  him  [this  might  well  have  been  Andrew  Ducarel  of  whom  a  modest 
print  after  Soldi  survives]  and  also  the  picture  of  Mr.  Gibbs  architect'.1  Two 
candidates  have  been  canvassed  for  this  portrait  of  Gibbs;2  the  seated  three- 
quarter-length  in  St.  Martin's-in-the-Fields,  and  the  signed  portrait  in  the 
Scottish  National  Portrait  Gallery  (No.  1).  The  first  appears  doubtful  as  Soldi, 
while  the  second  seems  doubtful  as  Gibbs.  According  to  Vertue,  Soldi  was 
known  for  his  likenesses,  but  the  Edinburgh  head  differs  from  all  those  others 
of  Gibbs  -  by  Flogarth,  Hamilton,  Rysbrack,  Williams,  and  in  St.  Martin's-in- 
the-Fields  -  which  all  resemble  each  other.  It  may  be  indicative  that  the  sitter 
holds  no  plans  or  drawings,  merely  dividers,  and  that  he  points  to  a  marble 
column.  Perhaps  he  is  a  master  craftsman  who  was  employed  on  the  Radclifrc 
Gamera  which  is  shown  behind,  in  which  case  John  Townesend  (d.  1746) 
would  seem  to  be  the  likeliest  candidate.3 

In  1748  Soldi's  name  was  included  in  a  list  of  fifty-seven  'painters  of  our 
nation,  now  living,  many  of  whom  have  distinguished  themselves  and  are 
justly  esteemed  eminent  masters'  which  appeared  in  an  anonymous  essay,  The 
Art  of  Painting.4  His  continuing  success  is  hinted  at  by  a  fine  portrait  of  the 
Bishop  of  London,  Edmund  Gibson  (d.  1748),  at  Lincoln,  which  reflects  the 
influence  of  Hogarth's  striking  portrait  of  Archbishop  Herring  painted  in  1744. 
Soldi  also  painted  the  Bishop's  friend  Joseph  Stennett,  the  Baptist  minister,  in 
1744  (Bristol  Baptist  College),5  and  later,  in  1750,  he  painted  another  well- 
known  non-conformist  minister,  Philip  Doddridge,  known  only  by  an  en- 
graving. Meanwhile  the  fourth  Duke  of  Beaufort  commissioned  Soldi  to  paint 
a  posthumous  portrait  of  his  brother  Henry,  the  third  Duke,  for  presentation 
to  Oriel  Gollcgc,  Oxford  (at  the  same  time  that  he  was  commissioning  Cana- 
lctto  to  paint  his  famous  views  of  Badminton).  Soldi's  portrait/'  dated  1748, 
uses  elements  from  his  earlier  whole-lengths  ot  the  Fauconbergs  -  the  legs 
belong  to  the  Viscount,  and  the  blackamoor  (reversed)  to  the  Viscountess.  In 
1749,  apart  from  assisting  Casali  and  Clermont  with  the  decoration  of  the 
short-lived  Firework  Machine  in  Green  Park  for  the  Duke  of  Montagu  (see 
Part  1),  Soldi  also  painted  a  pair  of  half-lengths,  formal  (No.  2)  and  informal, 
of  Carcw  Mildmay,7  brother  of  the  first  Earl  Fitzwaltcr  for  whom  Soldi  had 
worked  in  1739  at  Moulsham  Hall. 

Soldi's  patronage  was  beginning  to  come  more  from  the  professional  classes 
than  from  the  gentry,  and  there  was  a  corresponding  change  in  his  style, 
which  might  be  described  as  being  from  the  'exotic  manicrato'  towards  the 
'sentimental  bourgeois'.  In  1750  he  painted  his  huge  conversation  of  Sir 
Francis  Head  with  his  three  (then  unmarried)  daughters  (No.  3),  which  illus- 
trates this  development.  Nine  by  eleven  feet  on  two  canvases,  it  was  painted 
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for  Sir  Francis'  home  at  Raynham  in  Kent.  The  figures  arc  disposed  in  the 
virtuosi  way;  one  daughter  is  threatened  by  her  music  master,  William  dc 
Fcsch  (whom  Soldi  had  also  painted  on  his  own),  with  the  score  of  his  oratorio 
Joseph  (written  in  1745  hut  never  performed),  as  she  turns  to  the  painter; 
another  displays  her  copy  of  Ariosto,  while  the  third  holds  a  rose  and  points  to 
the  Turkey  carpet.  Their  father  is  dressed  in  blue  with  a  gold  waistcoat;  de 
Fcsch  is  in  brown,  and  the  girls  wear  pale  blue,  white  and  salmon  pink;  the 
drape  is  a  rust-brown.  As  ever  the  picture  is  well  drawn,  but  the  Junoesque 
ladies  and  the  scale  of  the  composition  make  one  recoil  a  little.  This  was, 
however,  the  age  of  the  massive  conversation;  since  Amigoni's  huge  group  of 
the  Walpole  family,  the  Prince  of  Wales  had  commissioned  similarly  cumber- 
some groups  of  his  children  (trom  du  Pan  in  1746)  and  his  family  (trom  Knap- 
ton,  completed  in  1751) ;  the  young  Reynolds  had  painted  the  Eliot  family 
c.  1746,  Hudson  produced  Bain's  Club  of  Aldermen  in  1752  and  Pickering  the 
Dixie  family  in  1755.  Such  a  list  could  easily  be  extended. 

In  the  1 750s  Soldi  moved  on  to  paint  a  remarkable  group  of  portraits  of 
fellow  artists  -  the  architect  Isaac  Ware,  and  the  sculptors  Louis-Francois 
Roubiliac  and  Michael  Rysbrack  -  all  of  his  own  generation.  His  portrait  ot 
Ware  (No.  4)  was  painted  c.  1 754s  for  he  displays  the  plans  ot  Wrotham  Park 
which  was  built  that  year  for  the  ill-fated  Admiral  Byng.  He  wears  a  rich 
brown  coat  over  a  salmon  pink  waistcoat;  a  green  drape  half  obscures  the  turret 
of  Wrotham  behind;  a  turquoise  cloth  covers  the  table  and  the  girl  is  dressed  in 
pink.  There  is  an  clement  of  doubt  as  to  whether  she  is  Ware's  second  wife  or 
the  daughter  who  'stayed  with  him  until  his  death'  in  1766.  She  appears  behind 
the  architect  like  a  Muse  (or  Martha  Blount  injervas'  portrait  of  Pope  c.  171 5, 
or  Miss  Cibber  in  Colley's  portrait  by  Van  Loo  of  1 73  8) . 

Soldi's  two  portraits  of  Roubiliac  are  at  Dulwich  (dated  175 1) 9  and  in  the 
Garrick  Club  (dated  175 7-5 8). 10  The  Dulwich  version  (No.  5)  shows  the 
sculptor  completely  engrossed  in  his  work  -  the  model  for  the  group  of 
Charity  which  appeared  on  the  tomb  for  the  second  Duke  of  Montagu  (who 
had  also  been  painted  by  Soldi)  at  Warkton  church,  Northamptonshire,  com- 
pleted in  1752.  Roubiliac  has  been  described  as  'small  of  stature,  quick  of 
movement,  hot-tempered,  vehement  and  absent-minded  .  .  .  with  his  flashing 
eyes  and  eager,  broken  speech',11  and  all  this  is  in  his  portrait.  He  wears  a 
salmon  pink  suit  over  a  white  shirt.  Vcrtuc  mentioned  the  picture  in  his  last 
reference  to  Soldi  written  in  November  175 1 :  'lately  Mr.  Roubiliac  the  Statu- 
ary, his  picture  painted  by  Mr.  Soldi  -  portrait  painter'.12  The  Garrick  Club 
version  (No.  6)  is  a  less  tense  affair;  here  Roubiliac  wears  a  purple  cap  and  an 
olive-grey  coat  while  he  models  the  plaster  bust  of  Garrick  (now  in  the  Nation- 
al Portrait  Gallery).  One  of  the  two  pictures  belonged  to  Sir  Henry  Gott, 
knight,  of  Ncwlands,  Chalfont  St.  Peter's  (born  Henry  Greening,  the  son  of 
George  II's  head  gardener),13  at  whose  sale  at  Christie's,  February  24,  1810,  lot 
26  was  'Soldi  -  a  capital  Portrait  of  Roubiliac,  halt  length'.  The  following  lot 
was  'Ditto  -  The  Companion,  the  Portrait  of  Rysbrack'. 

Soldi  painted  two  versions  of  his  Rysbrack  portrait.14  Both  are  signed  and 
dated  1753  and  show  the  sculptor  turning  away  from,  but  pointing  to,  the 
model  for  his  Hercules  which  was  installed  in  the  Pantheon  at  Stourhead  in 
1756.  This  modello  was  completed  in  1744  'from  several  human  bodies,  they 
formd  an  Intirc  Model  best  of  the  proportions  the  best  scimetry.  &  parts 
accumulated  together  in  one  figure',  as  Vertue  so  lucidly  put  it.15  The  superior 
version  of  Soldi's  portrait  (which  I  have  not  seen)  is  now  in  the  Mellon 
collection  (No.  9) ;  the  other  (Martin  and  Sewcll)  is  brilliantly  coloured  -  plum 
coat,  scarlet  waistcoat  and  purple  cap.  Rysbrack  seems  an  altogether  more 
elegant  gentleman  than  Roubiliac  and  the  differences  in  their  portraits  may 
reflect  closely  their  respective  ideas  of  themselves.  (The  portrait  of  Roubiliac  by 
Carpentier,  1762,  in  the  National  Portrait  Gallery,  London,  is  iconographically 
very  close  to  the  Garrick  Soldi;  similarly  Vandcrbank's  portrait  of  Rysbrack 
in  the  National  Portrait  Gallery  approaches  Soldi.)  Roubiliac  was  the  busy 


5.  Roubiliac,  signed  and  dated  1751,  37j  X  32  inches. 
Dulwich  College  Picture  Gallery. 


4.  Isaac  Ware  and  his  (?)  daughter,  signed,  c.  1754, 
41  X  3I2  inches.  Royal  Institute  of  British  Architects. 

6.  Roubiliac,  signed  and  dated  1757-58, 
44I  X  36  inches.  Garrick  Club. 
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7.  Maximilien  de  Cerjat,  signed  and  dated  1755, 
24  X  20  inches.  Sidney  Sabin. 


9.  Rysbrack,  signed  and  dated  1753,  45  X  343  inches. 
Mr.  and  Mrs.  Paid  Mellon. 

8.  Thomas,  Fourth  Viscount  Fauconberg,  signed  and  dated  1764, 
36  X  38  inches.  Newburgh  Priory. 


Huguenot  informal  'rococo'  sculptor,  Rysbrack  the  Catholic  was  more  formal 
and  'baroque'. 

In  1755  and  1756  Soldi  was  noted  by  Mrs.  Delany  in  her  letters.  On  July  2(* 
1755  she  visited  him  to  view  a  portrait  of  her  mother  (who  had  died  in  1747) 
which  Soldi  was,  apparently,  improving: 

The  eyes  are  too  staring :  he  has  softened  them  and  altered  some  other  things,  which 
has  given  it  a  little  more  the  look  of  what  I  suppose  my  mother  might  be  at  that  time; 
he  has  thrown  a  white  tiffany  over  one  of  the  shoulders  that  has  a  good  effect,  and  is 
charmingly  painted.  The  purple  ribbon  in  the  hair  is  simple,  and  becoming,  and 
helps  to  relieve  the  head  from  the  ground;  the  light  touches  of  the  hair  were  too 
yellow  -  he  has  mended  them.  I  sat  an  hour  by  him ,  and  was  not  only  entertained, 
but  edified ;  he  is  good-humoured  and  very  communicative;  I  wanted  to  coax  him  out 
of  some  of  his  pencils,  but  he  did  not,  or  would  not,  understand  me.16 

The  following  year  Mrs.  Delany  was  copying  a  'fair  girl's  head'  after  Soldi.17 
In  her  will  she  left  a  portrait  of  her  husband,  Dr.  Patrick  Delany,  bv  Soldi  to 
Mr.  Court  Dewcs.  A  further  personal  glimpse  ot  the  artist's  professional 
problems  is  afforded  by  a  letter  in  the  Wombwell  papers  written  to  Soldi  by 
'J.  Tower'  (a  Mrs.  Tower  was  a  friend  of  Catherine  Belasyse,  daughter  of  Lord 
Fauconberg)  concerning  a  portrait  probably  of  the  writer: 

Mr.  Soldi 

I  have  considered  of  what  you  said  in  relation  to  the  Picture,  wch  I  think  you  ought 
to  Alter  without  any  expence  to  me,  for  you  cannot  but  remember  when  I  paid  you 
for  it  you  promised  to  make  any  Alteration  in  it  my  Friends  shou'd  think  it  wanted, 
provided  you  can  alter  it  to  my  Satisfaction  I  will  give  you  a  Couple  of  Guineas 
but  will  not  be  at  any  farther  expence  about  the  Picture,  therefore  if  you  don't  agree  to 
this  proposal  send  the  Picture  back  by  the  bearer 
Yrs J.  Tower. 1 8 

The  third  and  last  remarkable  group  portrait  by  Soldi  was  painted  in  1755  of 
Lord  Fauconberg  and  his  family  (No.  10).  It  anticipates  Zoffany  in  the  scale  of 
the  solidly  drawn  figures  and  in  their  firm  relationship  with  the  landscape. 
Compared  with  the  Duncombe  group  of  1741,  there  are  the  same  number  of 
figures  grouped  in  comparable  ways;  the  canvases  are  the  same  height,  but  the 
Fauconberg  picture  uses  the  landscape  setting  to  better  advantage  and  it  is 
somewhat  more  casually  posed.  The  girls  are  dressed  in  gold,  pink,  yellow  and 
white;  the  men  in  grey  and  brown;  Lord  Fauconberg  wears  a  grey-brown  coat 
with  black  breeches,  his  Viscountess  a  blue  dress  with  a  black  scarf.  By  now  we 
expect  such  pleasant  colour,  and  we  have  here  also  further  evidence  of  Soldi's 
plausibility  as  a  portrait  painter  as  both  the  Viscount  and  his  lady  have  grown 
convincingly  older  since  we  last  saw  their  pictures  in  1739. 

From  the  Fauconberg  group  Soldi  painted  a  bust-length  of  Henry  Belasyse 
(the  boy  in  Van  Dyck  costume),  fresh  and  engaging.  It  compares  with  the 
Maximilien  de  Ccrjat  (No.  7)  of  the  same  year,  a  picture  which  begs  a  com- 
parison with  the  contemporary  portraits  of  Reynolds.  Where  Soldi  draws 
carefully  and  'licks'  his  paint,  Reynolds  is  already  painting  broadly  and  tonally, 
his  colours  less  clearly  defined.  This  was  also  the  time  when  the  etchings  (as  well 
as  the  paintings)  of  Rembrandt  were  being  sought  out,  and  such  a  taste  could 
never  favour  Soldi's  comparative  precision.  That  he  was  aware  of  such  factors 
is  suggested  in  his  last  portrait  of  his  patron  Lord  Fauconberg  (No.  8),  painted 
in  1  764.  He  looms  out  of  a  dark  background  in  a  grey  coat  with  gold  facings 
and  a  gold  embroidered  waistcoat,  casually  posed  with  the  measured  plan  of 
one  of  his  two  new  rooms  at  Newburgh  in  his  hand.  The  flesh  tone  too  has 
darkened  to  a  grey-pink  and  the  head  is  modelled  with  broader  strokes  which 
remain,  nevertheless,  those  of  a  draughtsman.  It  is  not  known  for  certain 
whether  Fauconberg  was  his  own  architect,  though  this  portrait  would  suggest 
that  lie  might  have  been. 

Soldi  may  have  worked  in  Scotland  in  1756-1757  when  he  dated  portraits 
of  Lord  and  Lady  Armiston  and  two  versions  of  General  David  Watson;  a  fine 
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threequarter-length  of  an  unidentified  man,  dated  1758,  is  now  in  the  National 
Gallery  of  Scotland.  By  1761  Soldi  was  exhibiting  at  the  Society  of  Artists 
from  an  address  given  as  'Piccadilly'.  He  showed  three  portraits,  one  of  which 
was  a  self  portrait  -  conceivably  that  now  at  Ncwburgh  Priory  (No.  11).  It 
shows  a  sadder,  heavier,  and  more  friendly  face  than  in  1743,  but  the  distinctive 
red  velvet  costume  remains.  A  far  greater  emphasis  is  now  placed  on  his  trade 
and  the  preliminary  drawing  for  a  (self?)  portrait  is  clearly  displayed  on  the 
easel.  Soldi  is  now  seeking  our  approval  as  he  turns  towards  us,  and  he  is 
clearly  peddling  a  very  different  image  -  the  one  which  Mrs.  Delany  tliougbt 
'good  humoured'  and  'very  communicative'. 

Soldi  exhibited  again  at  the  Society  of  Artists  in  1766,  having  been  elected  a 
member  in  1765  as  Andrew  Soldi.19  His  variable  signature  had,  over  the  years, 
changed  from  Andrea  to  Aw  Soldi;  Edwards  describes  him  as  Andrew  Soldi  in 
his  Anecdotes,  though  both  Vertuc  and  Walpole  called  him  Andrea.  In  1769 
Soldi  showed  his  last  recorded  picture  at  the  Free  Society,  a  madona,  still  from 
'Piccadilly'.  We  then  hear  no  more  of  him  until  on  January  26,  1771  his  appli- 
cation for  relief  was  minuted  by  the  Society  of  Artists,  and  he  was  granted 
three  guineas.20  According  to  Whitley  he  died  that  same  year  and  his  funeral 
was  paid  for  by  Sir  Joshua  Reynolds  out  of  his  own  pocket.21  At  this  distance 
of  time  one  may  observe  the  aesthetic  as  well  as  the  moral  nicety  of  this  action. 

There  arc  more  recorded  portraits  by  Soldi  than  have  been  described  in  these 
articles,  but  his  surviving  works  arc  not  very  numerous;  for  example  some 
hundred  and  fifty  portraits  arc  known  by  Mercier,  compared  with  fifty  by 
Soldi  who  was  certainly  a  superior  painter.  It  is  noticeable  that  few  of  his 
portraits  were  engraved  (Smith  records  a  single  mezzotint,  O'Donoghue  three 
line  engravings)  and  this  would  suggest  that  he  never  caught  the  public  imag- 


10.  Thomas,  Fourth  Viscount  Fauconbcrg  and  his  family,  signed  and 
dated  1755,  47  X  65,  inches.  Ncwburgh  Priory. 
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ination.  The  reasons  arc  to  be  sought  less  in  his  character  or  ability  than  in  the 
vagaries  of  English  taste.  For  his  first  twenty  years  in  England  Soldi's  precise, 
colourful  and  delicately  mannered  portraiture  was  welcomed.  This  was  an 
era  of  somewhat  uncertain  and  frivolous  taste  which  eventually  settled  for 
Ramsay's  and  Hudson's  'free  Genteel  and  florid  manner".  Soldi  blotted  his  copy 
book  with  his  experience  in  the  Fleet,  but  apparently  succeeded  well  enough 
with  Italianatc,  recusant  or  professional  Englishmen  into  the  fifties.  Then  in 
1760  (as  in  1740)  a  generation  of  portrait  painters  retired  or  died  -  Hudson. 
Highmore,  Knapton,  Hayman,  Mercier  -  while  the  new  guard  appeared  in 
Reynolds,  Cotes,  Pine  and  Romncy.  It  was  their  grand  manner  which  was  to 
triumph  at  the  expense  of  painters  like  Soldi  who,  though  he  tried  to  adapt  his 
own  style,  could  not  altogether  accommodate  the  new  mode.  Of  the  families 
who  had  patronised  Soldi  in  the  past,  the  Beauforts,  Montagus,  Oxendens  and 
Maynards  all  had  had  portraits  from  Reynolds  by  1762.  Soldi's  portraits  mean- 
while never  aspired  to  the  condition  of  history  pieces. 

In  retrospect  this  seems  a  little  sad,  for  we  now  judge  by  works  rather  than 
faith.  Soldi  had  his  weaknesses,  certainly;  he  was  never  at  ease  with  female 
sitters,  he  overplayed  that  bony  pointing  index  finger,  and  he  probably  lacked 
an  overall  grandeur  of  concept  even  in  his  own  terms  (as  apart  from  Reynolds'). 
But  his  careful  draperies,  Turkey  rugs  and  carpets,  well  drawn  heads  isolated 
against  a  clear  sky,  his  clean  colour  and  precise  line  commend  him  today.  We 
can  do  no  better  than  to  quote  Vertue  for  a  final  assessment,  writing  in  1 75  1 
after  he  had  seen  Soldi's  fine  portrait  of  Roubiliac: 

his  portraits  are  freely  &  well  drawn  &  his  Colouring  true  and  very  natural,  he  is 
certainly  a  painter  of  superior  merrit  in  the  portrait  way.  very  light  and  airy?2 

Vertue,  of  course,  belonged  to  Soldi's  generation. 

NOTES 
r .  Notebooks  3 ,  p.  132(1 746) . 

2.  See  A.  Oswald,  'James  Gibbs  and  his  Portraits',  Country  Life  Annual  1963,  pp.  12-13. 

3.  Giuseppe  Artari,  the  Italian  stuccoist,  might  also  be  a  candidate,  cf.  the  portrait  of 
him  as  a  young  man  illustrated  by  G.  Beard,  (Italian  Stuccoists  in  England',  Apollo, 
July  1964,  p.  48). 

4.  See  W.  T.  Whitley,  Artists  and  their  Friends  in  England  1700-1799,  1928,  Vol.  1,  p.  104. 

5.  I  am  most  grateful  to  the  Rev.  L.  G.  Champion  for  information  concerning  this 
portrait,  which  was  engraved  by  W.  Walker.  It  is  mentioned  by  Mrs.  Esdaile  in  her 
Roubiliac,  1928,  p.  21 1. 

6.  R.  Poole,  Oxford  Portraits,  Vol.  2,  1925,  p.  87.  Previously  stated  to  be  a  portrait  of 
Charles,  fourth  Duke  of  Beaufort,  sec  Catalogue  of  Oxford  Portraits,  1906,  p.  46  (79), 
illus.  f.  p.  52  (signature  reproduced  f.  p.  10).  Since  writing  this  article,  I  have  realised 
that  some  variously  attributed  portraits  of  the  3rd  Duke  of  Beaufort,  at  Badminton, 
are  by  Soldi. 

7.  The  'informal'  version  appeared  in  the  Mildmay  sale,  Sotheby's  February  6,  1957 
(20),  inscribed  Act  59  on  an  old  label,  implying  the  date  1 749. 

8.  See  R.I. B.  A.  Journal,  54,  May  1947,  p.  350.  Acquired  by  the  R.I.B.A.  from  Mrs.  Batt 
ofBurfordc  1947. 

9.  From  the  collection  of  Mathews  of  Birmingham  in  r  854 ;  presented  by  C.  Fairfax 
Murray  in  1919. 

10.  Sold  at  Christie's,  March  3,  1883  ;  presented  by  A.  B.  Home  in  1909. 

11.  K.  A.  Esdaile,  Roubiliac,  1928,  pp.  192-3. 

12.  Notebooks  3,  p.  159. 

13.  I  am  most  grateful  to  Mr.  R.  Howes,  County  Librarian,  Aylesbury,  Bucks,  for 
information  on  Henry  Gott. 

14.  Both  have  recently  passed  through  the  London  sale  rooms.  The  Mellon  version  was 
sold  at  Christie's,  April  10,  1970  (94) ;  the  Martin  and  Scwell  version,  formerly  in  the 
Fairfax  Murray  collection,  was  sold  at  Sotheby's,  June  24,  1970  (109). 

15.  Notebooks  3,  p.  121  (1744).  The  modcllo  is  described  (p.  122)  as 'about  2  feet  hi'. 

16.  The  Autobiography  and  Correspondence  of  Mary  Granville,  Mrs.  Delany,  ed. 
Lady  Llanover,  1861,  Vol.  3,  p.  3  59. 

17.  Ibid.,  p.  408. 

18.  County  Record  Office,  Northallerton,  Wombwell  Papers,  2  DV  IX,  Papers  1719-73. 

19.  A.  Graves,  Society  of  Artists  and  Free  Society,  1907,  p.  309. 

20.  I  am  most  grateful  to  Mr.  Hans  Fletcher  for  supplying  mc  with  a  copy  of  this  entry 
(Royal  Academy  archive). 

21.  W.  T.  Whitley,  Artists  and  their  Friends  in  England  1700-1799,  1928,  Vol.  10,  p.  122. 

I  cannot  trace  the  original  source.  A  search  through  the  burial  registers  of  St.  George's, 
Hanover  Square,  and  of  St.  James's,  Piccadilly,  for  the  period  1771-5  revealed  no 
mention  of  Soldi. 

22.  Notebooks  3,  p.  1 59. 


1 1.  Self  portrait,  signed,  c.  1760,  43  X  375  inches. 
Newburgh  Priory. 


THE  SCULPTOR 

HIS  DRAWINGS: 
4.  Ki:\ \ Kill  ARMITAGE 

IV.  J.  Straciiati 


f  |  "*HI  GENERATION  of  British  Sculptors  winch 
I  made  its  mark  in  the  'fifties  was  launched, 
|  internationally,  by  the  New  Aspects  of  British 
Sculpture  exhibition  at  the  Venice  Biennale  of  1952, 
and  included  among  those  treated  in  the  present  scries 
of  articles  Reg  Butler,  Lynn  Chadwick  and  Bernard 
Meadows  whose  births  occurred  between  1913  and 
1916.  The  exhibition  was  dominated  by  the  work  of 
Henry  Moore,  already  by  that  time  a  world  name.  As 
Kenneth  Armitage,  who  had  been  awarded  the  prize 
for  the  best  sculptor  under  forty-five  expressed  it  in  a 
letter  to  me:  'There  was  always  Henry  to  remind  one 
that  one  had  just  begun 

Although  all  the  British  sculptors  were  reaping  the 
benefit  ol  Moore's  pioneering,  they  must  at  times  have 
felt  something  akin  to  what  was  in  Brancusi's  mind 
when,  apropos  his  master,  Rodin,  he  wrote:  'You  can- 
not grow  under  the  shadow  of  a  great  tree',  and  this 
feeling  caused  them,  consciously  or  unconsciously  to 
try  and  escape  Moore's  influence.  The  effect  -  a  salu- 
tary one  -  was  to  be  an  intensification  of  their  indivi- 
dual idioms  and  a  development  of  new  techniques:  for 
example,  Butler's  and  Lynn  Chadwick's  constructions 
with  metals  other  than  bronze  and  in  iron  welding. 
Kenneth  Armitage  evolved  his  idiosyncratic  flat 
bronzes  as  opposed  to  the  more  traditional  sculpture 
in  the  round. 

However,  in  contrast  to  the  succeeding  generation 
who  distanced  themselves  further  from  the  master  in 
their  preoccupation  with  abstract  constructions,  often 
coloured,  involving  only  schematic,  if  any  preliminary 
drawing,  the  sculptors  I  have  named  all  shared  Moore's 
dedication  to  drawing,  whether  as  an  independent 
activity  or  in  relation  to  sculptural  projects.  Armitage 
who,  incidentally,  was  awarded  the  prize  for  drawing 
at  the  Fifth  International  Exhibition  of  Drawing  in 
Lugano,  [958,  wrote  (in  a  letter  of  1971)  'I  love 
drawing,  though  it  is  rarely  identical  with  the  final 
sculpture'  -  a  statement  borne  out  by  some  of  the 
notations  and  'idea-sketches'  reproduced  in  this  article. 
Apart  from  their  intrinsic  fascination,  they  should  be 
contrasted  with  two  working  drawings  (Nos.  6  and 
11).  The  one,  which  has  the  attractive  precision  of  a 
blue-print,  conveys  essential  technical  information,  the 
other  gives  a  clear  idea  of  the  artefact  to  the  authorities 
who  commissioned  the  Screen  (No.  13).  About  his 
experimental  sketches  Armitage  wrote:  'these  little 
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marks,  searchings,  notes,  scribbles,  references,  not  at 
all  done  for  looking  at  (arc)  the  more  vital  ones  in  rela- 
tion to  the  particular  sculpture  -  more  than  the  finished 
drawing'.  I  have  tried,  within  the  limits  of  space,  to 
represent  the  most  schematic  drawings  where  detail  is 
suppressed  as  for  some  of  the  hands  and  feet,  effectively 
retained  in  this  form  in  his  silkscrcen  and  bromide 
images,  as  well  as  more  formal  studies  of  hands  and 
fists  (No.  7)  for  the  Ann  sculpture  described  later. 

Armitage  s  drawing  techniques  vary  and  have 
evolved  over  the  years.  To  begin  with,  he  favoured 
the  soft  tip  of  charcoal  which  allows  an  attractive 
modulation  of  line,  sometimes  with  the  addition  of 
wash  to  emphasise  mass  (No.  2).  He  also  uses  greasy 
chalk  and,  more  recently,  felt-points  of  different 
thicknesses  for  line  and  subtle  patterns  of  hatching.  Of 
late  he  has  incorporated  silkscrcen  images  into  the  two- 
or  three-dimensional  artefacts  themselves  -  a  technique 
which  offers  a  comparison  with  that  of  Duburfet  for 
his  'Praticables',  those  drawn  and  sometimes  coloured 
figures,  cut  out  to  stand  on  a  full-size  or  model  stage. 

In  1 958,  Armitage  was  accorded  the  signal  honour  of 
representing  British  sculpture  at  the  twenty-ninth 
Venice  Biennale  at  which  he  won  the  David  Bright 
Foundation  award.  Since  then,  ironically  enough,  his 
works  have  been  more  in  evidence  abroad  (in  thirty 
foreign  public  collections  in  a  total  of  seventeen 
countries,  excluding  Britain)  than  in  this  country.  The 
discontinuance  since  1966  of  those  valuable  shop 
w  indows  -  the  open-air  exhibitions  at  Holland  Park 
and  Battersea  -  may  be  in  part  responsible.  It  was  in 
fact  at  one  of  the  latter,  in  1954,  that  his  Family  Walk, 
a  bronze  group  of  birdlike  people,  realised  in  an  idiom 
reminiscent  of  Edward  Lear,  first  revealed  a  highly 
gifted  sculptor  and  a  wit  to  the  general  public.  Thanks 
to  a  recent  Arts  Council  touring  exhibition  devoted  to 
Kenneth  Armitage's  work,  a  new  generation  has  been 
able  to  see,  inter  cilia,  two  characteristic  group  bronzes, 
Friends  Walking  and  Children  playing  of  the  early 
period.  Virtually  double-sided  reliefs,  they  meet  us  as 
it  were  in  a  chance  encounter  in  the  street.  The  pedant 
need  not  worry  about  the  ratio  of  arms  and  legs  to 
heads;  the  sculptor  is  being  deliberately  ambiguous, 
emphasizing  the  way  one  sees  a  cluster  of  people, 
especially  in  movement.  This  could  also  be  an  explana- 
tion of  his  obsession  with  the  rather  stick-like  legs  and 
arms,  exploited  too,  for  other  reasons  observable  in  the 


i .  Figure  on  its  hack. 
Version  t,  bronze, 
'959- 


2.  Drawing  for 
Figure  on  its  back. 
Charcoal  and  wash, 
1959- 


3.  Triarchy,  bronze, 

1959/60, 

76  x  108  inches. 

Collection  Berlin 

Opera  House. 


4.  Drawing  related 
in  st\  le  to  Triarchy, 
ink  and  wash,  19.S7. 
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The  Sculptor  and  his  drawings 


bronze  Triarchy  and  a  related  drawing  (Nos.  3  and  4). 

The  light-hearted  mood  of  the  early  bronzes  had  to 
wait  almost  two  decades  to  be  re-stated  and  in  an  un- 
expected idiom.  But  the  work  of  both  phases  is  an 
expression  of  Armitage's  attitude  to  everyday  life,  the 
poetry  of  the  street,  the  sculptural  equivalent  of  Ray- 
mond Queneau's  ofF-bcat,  racy  prose  in,  say,  Zazie 
dans  \e  Metro,  and  with  the  same  underlying  seriousness. 
Armitage's  distortions  arc  significant;  limbs  sometimes 
are  mere  vestigial  flippers,  a  rhythmic  rather  than  a 
figurative  element;  hands  resembling  those  in  a  child's 
schematic  drawing  burst,  despairing,  through  the 
bronze  wall  of  The  Forest.  The  sculpture  Figure  lying 
on  its  hack  (No.  1)  takes  anatomical  liberties  a  stage 
further  than  the  drawing  (No.  2),  a  charcoal  and  wash 
study  (No.  2) ;  the  left  arm  has  now  become  a  pointer, 
articulating  the  space  between  it  and  the  supine 
woman:  the  legs  arc  reduced  to  rectangular  supports, 
contrasted  with  the  double  curved  convex  of  the  body. 
It  is  an  impressive  example  of  the  simplification  of  a 
fmiiliar  form  to  evoke  vitality. 

Distortion  is  carried  even  further  in  Triarchy  (No.  3). 
Legs  and  arms,  accepted  as  metaphors,  function  visu- 
ally and  structurally  as  a  kind  of  buttress  to  the  rec- 
tangular mass  and,  like  the  horizontal  ribs  and  token 
breasts,  articulate  the  vast  surface.  The  drawing  (No.  4) 
related  in  mood,  though  belonging  to  a  slightly  earlier 
period,  shows  us  how  an  idea  germinates  in  the  sculp- 
tor's imagination.  It  already  gives  us  a  hint  (if  the 
mystery  which  reaches  a  climax  of  inscrutability  in  the 
hieratic  bronze  Triarchy.  An  observation  made  by 
Henry  Moore  (in  the  Foreword  to  the  catalogue  of  his 
own  exhibition  in  Hakonc,  Japan)  is  pertinent  here: 
'Sculpture'  he  writes,  'should  always  at  first  sight  have 
some  obscurities  and  further  meanings'.  Looking  at 
Triarchy  we  arc  conscious  above  all  of  a  power,  a 
presence,  and  reminded  -  despite  the  difference  of 
scale  -  of  cycladic  figures  where  the  slightest  dimple  or 
swelling  in  the  squeezed  form  assumes  such  plastic  im- 
portance. The  sculptor's  treatment  of  the  limbs  is 
illuminated  by  his  acknowledgement  of  his  debt  to 
Marino  Marini:  'For  a  while  I  was  mad  about  Marini. 
Who  else  could  manipulate  with  such  plastic  sensu- 
ality? It  appealed  to  me  very  much,  especially  his  thin 
legs  sticking  out  of  flat  masses,  for  by  that  time  I  was 
doing  something  similar  .  .  .'.  The  central  head  with  its 
upward  movement,  a  variation  of  what  I  called  a 


'period'  shape  (internationally  ubiquitous  in  contem- 
porary sculpture)  in  the  article  on  McWilliam  (The 
Connoisseur,  May,  1974),  is  the  focal  point  of  the  whole 
Triarchy  artefact. 

After  a  year  (1964)  as  guest-artist  at  Caracas,  Vene- 
zuela, and  after  his  retrospective  exhibition  at  the 
Marlborough  Gallery,  London,  of  1965,  Armitage  was 
invited  to  Berlin  for  two  years,  1967-69,  as  part  of 
their  Kunstlerprogram.  During  that  time  which  began 
auspiciously  with  the  acquisition  of  a  cast  of  his 
Triarchy  for  the  Berlin  Opera  House,  his  work  took  a 
new  direction,  technically  and  expressively.  Two 
results,  Arm  and  Screen  (No.  13),  the  former  a  huge 
construction  in  polyester  and  fibrcglass,  the  latter  a 
pair  of  folded  arms  in  painted  aluminium  emerging 
from  the  metal  screen,  were  subsequently  shown  at  the 
First  International  Exhibition  at  the  Hakonc  open-air 
museum  in  1969  and  at  the  British  Sculptors  '72  Exhi- 
bition at  Burlington  House.  The  pen  and  ink  studies 
(No.  7)  for  Arm,  as  exploratory  working  drawings, 
have  a  particular  importance  in  this  sculptor's  icono- 
graphy. He  already  realised  the  need,  structurally  and 
aesthetically,  for  a  central  support.  Viewers  do  not 
easily  forget  the  impression  made  on  them  by  that 
thrusting  clenched  fist. 

Big  Doll  is  a  fetish  of  very  different  modality.  The 
relaxed  pose  and  ovoid  roundnesses,  the  ingenuous 
eyes  transferred  to  the  smooth  surface  by  silkscreen 
combine  to  create  a  feeling  of  complacency  tinged  with 
apprehension.  The  first-idea  sketches,  such  as  the  one 
reproduced  (No.  5)  seen  in  conjunction  with  the 
detailed  working  drawing  bear  out  Armitage's  re- 
mark :  'I  find  most  satisfying  work  which  derives  from 
careful  study  but  which  is  fashioned  in  an  attitude  of 
pleasure  and  playfulness  .  .  .'  (Letter  to  the  writer).  It  is 
a  spirit  which  informs  his  recent  exploitations  of  draw- 
ing combined  with  collage,  plaster  solids  and  plywood 
panels  and  of  bromide  print  and  silkscreen  image.  The 
drawing  (No.  9)  for  Crouching  figure  in  charcoal  and 
collage  which  the  plaster  sculpture  closely  follows,  is 
one  of  many  successful  examples.  The  combination  of 
bromide  print  on  a  wood  panel  as  a  complementary 
background  to  the  three-dimensional  doll-like  girl  for 
Single  figure  with  drawing  (No.  10),  owes  its  unity  to  the 
black  area  of  the  modelled  head  and  a  tew  deft  pen- 
strokes  on  the  walking  girl. 

It  is  to  the  credit  of  Nottingham  University  which 


/  // 


s.  Idea-sketch  for 
Big  Doll,  felt-pen. 


8.  BiS  Doll, 
fibreglass  on  wood 
table,  72  inches  high. 
Two  Figures  with  arm 
in  background,  7969. 


188 


6.  Working  drawing 
for  C(t;  /)o//  (to  scale 


The  Sculptor  mid  his  drawings 


at  first  wanted  a  piece  of  sculpture  from  Armitage  that 
they  agreed  to  his  suggestion  of  a  screen  as  more  suit- 
able for  the  new  library.  Those  responsible  perhaps 
were  converted  to  this  idea  after  seeing  his  first  large- 
scale  Folding  Screen  of  1971,  with  its  walking,  rather 
'urchin'  nudes.  Looking  at  the  hnal  design  (No. 
11)  on  which  the  scale-model  was  based  -  and  en- 
thusiastically approved  -  we  can  appreciate  the  atten- 
tion Armitage  has  given  to  contrasted  areas  of  white 
and  grey,  integrated  into  a  strong  rhythmic  pattern  by 
bold  black,  subtly  interrupted  contours.  Though  far 
removed  from  the  final  silkscreen  image,  experimental 
drawings  such  as  the  example  reproduced  with  its 
vigorous  curved  hatching  (No.  12)  are  works  of  art  in 
their  own  right.  The  hnal  composition  is  well  struc- 
tured; the  narrow  strips  of  hatching  -  which  echo  an 
outside  architectural  feature  of  the  building  -  and  the 
horizontal  band  at  the  base  also  contribute  to  the  unity 
of  the  whole.  The  general  effect  is  agreeably  enhanced 
when  -  as  shown  in  the  photograph  of  the  Screen  in 
situ  -  students  are  passing  by  (No.  13).  The  foot  and 
hand,  extended  beyond  the  edge  of  the  screen,  not  only 
suggest  movement  but,  very  suitably,  symbolise 
communication.  This  impressive  but  friendly  artefact 
would,  one  feels,  have  commended  itself,  at  least  in  its 
motif,  to  those  literary  sons  of  Nottingham,  Byron  and 
D.  H.  Lawrence.  It  consists  of  five  seven-foot  high, 
hinged  panels.  The  silkscreen  image  is  repeated  on  both 
sides  of  the  cellulose  surface  on  a  birchwood  ply.  The 
polystyrene  core  is  held  in  a  hardwood  frame,  making 
a  total  thickness  of  one  inch.  The  theme,  like  many 
other  works  of  Armitagc's  present  phase,  link  up, 
albeit  in  an  unexpected  technique,  with  his  early 
bronzes,  and  similarly  remind  us  of  his  preoccupation 
with  people,  especially  youth. 

There  is  a  tendency  in  this  country  to  underestimate 
art  work  of  gay,  exuberant  modality.  What  matters 
beyond  the  ostensible  theme  is  the  seriousness  with 
which  it  is  treated;  it  is  the  lesson  of  Daumier  and, 
more  recently,  Picasso  and  Miro.  Kenneth  Armitage 
will  doubtless  continue  to  clothe  his  obsessions  in  new 
guises  that  we  cannot  anticipate.  Nor,  I  suspect,  can 
the  sculptor  himself.  The  creative  imagination  holds 
secrets  even  from  its  owner. 


9.  Drawing  for 
Crouching  Figure, 
charcoal  and  collage, 
1971. 

10.  Single  figure 
with  drawing, 
wood,  plaster  and 
paper,  1972. 

1  1 .  Working 
scale-drawing  tor 
Screen,  1973, 
collage,  bromide 
prints  of  drawings. 
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THE  STORY  OF 
CHARLES  THE  FIRST" 

Parr  II:  The  Paintings  and  the  1728  Engravings. 

Robert  Raines  and  Kenneth  Sharpe 

The  pictorial  history  of  the  reign  of  King  Charles  I,  painted  during  the  1720s  and  engraved  in 
1728,  was  a  notable  episode  in  international  co-operation.  It  was  almost  entirely  the  work  of 
French  and  Flemish  painters  and  engravers  and  appears  to  have  been  the  first  such  series  plan- 
ned in  England.  The  paintings  were  illustrated  in  Part  1  of  this  article  published  in  September 
1973.  The  third,  and  final,  part  is  to  follow. 


1 .  The  Marriage  of 
the  King.  Engraving 
by  N.-G.  Dupuis 
after  Chcron. 


1.  THE  MARRIAGE  OF  THE  KING. 
Painting. 1 

62  x  75  cm.  There  is  possibly  a  signature 
lower  left.  Not  dated  but  before  1725,  when 
Cheron  died.  (Part  I,  No.  1) 
Engraving. 
35.2  X  44.7cm. 

Lettered  L.  Chcron  Pinx.  N.  Dapuis  Sculp,  and 
The  Marriage  of  the  King  1 623.  Le  Manage  du 
Roy  1625.  (No.  1). 

The  event  shown  is  the  proxy  marriage  of  Charles  and 
Henrietta  Maria  on  May  1  1625.  The  King's  proxy 
was  Claude  dc  Lorraine,  Due  de  Chevreuse,  and  the 
ceremony  was  solemnised  by  Cardinal  de  la  Roche- 
foucauld. The  figure  of  Henrietta  Maria  has  been  taken 
from  later  portraits.  In  1625  she  was  only  sixteen  years 
old,  and  contemporary  sourc  es  indicate  that  at  this  age 
she  had  few  of  those  "races  into  which  she  would  later 


The  scene  is  based,  very  broadly,  on  plate  8  of  the 
Rubens  scries,  Le  Mariage  de  la  Reinc  (No.  2).  The  ar- 
rangement of  the  three  main  figures  is  similar  but  that 
of  the  subsidiary  figures  is  much  altered,  partly  because 
of  the  change  of  format  from  vertical  to  horizontal. 
Hymen,  with  the  flaming  torch,  is  retained,  somewhat 
inappropriately,  in  this  more  prosaic  piece;  and  small 
details  -  the  swags  of  fruit  and  the  flower  petals  on  the 
steps  -  remain.  Behind  the  altar  is  a  representation  of  a 
biblical  subject,  possibly  a  Good  Samaritan,  of  elusive 
significance.  Cheron  is  known,  however,  to  have 
painted  an  easel  picture  of  this  subject2  and  it  may  then 
be  a  personal  addition,  although  certainly  an  odd  one. 

Louis  Cheron's  forte  was  decorative  painting.  He 
had  studied  at  the  Academic,  winning  the  Prix  de 
Rome,  and  had  spent  some  time  in  that  city  before 
settling  in  England  in  1695  where  he  lived  until  his 
death  in  1725.  Much  of  his  decorative  work  has  been 
destroyed  but  examples  can  still  be  seen  at  Boughton 
in  Northamptonshire  and  at  Chatsworth  in  Derby- 
shire. Many  of  his  drawings,  where  he  is  at  his  best,  for 
his  decorative  work,  are  in  the  British  Museum.3 

The  print  is  correctly  in  the  reverse  direction  and 
follows  the  painting  closely,  except  for  the  features  of 
the  proxy  bridegroom  who  has  been  made  to  resemble 
the  King,  and  in  some  costume  details.  Nothing  of  the 
heavy  chiaroscuro  remains  in  Dupuis'  technically  com- 
petent but  dull  engraving,  and  the  dramatic  element  in 
this  bridal  scene  which  Cheron  successfully  suggested 
is  altogether  missing.  Nicholas-Gabriel  Dupuis  (t6q6- 
T771)  was  in  England  for  only  about  five  years  after 
1722,  when  he  followed  his  brother  who  had  some  ten 
years  earlier  assisted  Dorigny  in  the  engraving  of  the 
Raphael  cartoons.  Nicholas  returned  to  Paris  in  1724 
according  to  Vertuc  'to  be  imployd  in  graving  some  of 
the  Kings  pictures'.  Back  in  England  in  1726  he  finally 
returned  to  Paris  about  1 728  after  finishing  his  plates 
for  this  series. 
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2.  HULL  SUMMONED  BY  THE  KING. 
Painting. 

60  X  73  cm.  Not  signed  or  dated.  (Part  I,  No.  2). 
A  replica  is  in  the  Ferens  Art  Gallery,  Hull. 
Engraving. 
36.6  X  45.2  cm. 

Lettered  Mr.  Parocell  Pinx  N.  Tardieu  sculp. 
and  Hull  Summoned  by  the  King  3d.  April  1 642. 
Hull  Somme  par  le  Roy  le  3  Avril,  and  above 
Printed  &  Sold  by  Thos.  &  John  Bowles 
Printsellers  London  (No.  3). 

The  King  while  at  York  made  his  first  move  in  the 
civil  war  by  trying  to  annex  the  city  of  Hull  held 
somewhat  half-heartedly  for  Parliament  by  the 
Governor,  Sir  John  Hotham.  The  scene  shows  the 
moment  when  Sir  John  refuses  the  King  admission. 
The  setting  is  fanciful.  These  impressive  walls  are  quite 
unlike  the  walls  of  Hull.  Hollar's  engraving  and 
Francis  Place's  drawing4  of  about  1685  show  them  to 
be  of  modest  height  with  mostly  square  towers  inter- 
vening. An  engraving  of  1789  of  the  then  partly 
ruined  Beverley  Gate,  where  this  incident  took  place, 
bears  out  the  discrepancy.  No  prototype  for  the  figure 
of  the  King  has  been  found  but  his  horse  is  almost 
identical  with  that  in  Van  Dyck's  Charles  I  and  M.  de 
St.  Antoine,  of  which  there  are  many  seventeenth-  and 
eighteenth-century  copies.  As  Millar  points  out  this 
horse,  evolved  by  Rubens  for  his  portrait  of  the  Duke 
of  Lerma,  became  common  property  in  the  Flemish 
studios.5  By  the  eighteenth  century  it  had  become  an 
accepted  formula  in  England. 

The  painter  is  not  identified  other  than  as  Mr.  and 
Mons.  Parrocel.  None  of  the  members  of  the  Parrocel 


family  is  known  to  have  visited  England.  Stylistically 
and  chronologically  it  is  reasonable  to  conclude  that 
the  painter  here  is  Charles  (1688-1752).  His  main  fame 
was  for  battle  and  equestrian  scenes.  He  had  worked  for 
Louis  XV  which  would  justify  the  description  of  him 
in  the  announcements  as  'Painter  to  the  French  King'. 
Whether  the  two  paintings  in  the  scries  indicate  an  un- 
recorded journey  to  England  or  whether,  as  seems 
more  likely,  they  were  commissioned  from  London 
and  executed  in  Paris  remains  a  question.  Nor  is  the 
engraver,  Nicholas-Henri  Tardieu,  known  to  have 
been  in  England,  and  it  at  least  seems  probable  that  the 
plate  was  made  in  Paris.  Tardieu's  connection  with 
London  was  presumably  through  his  stepson  Bernard 
Baron.  The  print,  of  real  technical  competence  as  one 
would  expect  from  the  hand  of  an  engraver  who  was 
shortly  to  prepare  plates  after  Watteau  for  the  Recueil 
Jullienne  -  notably  the  great  plate  of  L'Embarquement 
pour  Cythere  -  is  the  most  successful  of  the  series. 


3.  THE  REVOLT  OF  THE  FLEET. 
Engraving. 
35.5  X  43.2  cm. 

Lettered  T  Bast  in  Dclin  J  Harris  Fecit  and 

The  Revolt  oj  the  Fleet.  La  Revoke  de  la  Flotte. 

On  the  headpiece  L.  Cheron  Delin. 

G.  Vdr.  Gucht  Sculp.  (Part  I,  No.  3). 
The  King  attempted,  but  with  typical  Stuart  ineffici- 
ency, to  keep  control  of  the  fleet.  In  July  1642  it 
seceded  to  Parliament. 

This  is  the  only  scene  in  which  the  King  does  not 
appear.  He  was  in  fact  not  with  the  fleet  at  the  time  of 
this  incident.  The  subject,  the  lettering  indicating  that 
there  was  no  painting,  and  the  little  known  draughts- 
man and  engraver  make  it  probable  that  it  was  a  last- 
minute  replacement.  The  design  is  unlike  any  other  in 


2.  Le  Mariage  de  la 
Reine. 

Engraving  by 
Trouvain  from 
Natticr's  drawing 
after  Rubens. 


3.  Hull  Summoned 
by  the  King. 
Engraving  by 
N.-H.  Tardieu  after 
l'arrocel. 
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the  series.  The  headpiece  is  unique  and  there  is  the 
oddly  laconic  statement  that  'at  Top  are  several  suitable 
Hieroglyphic  Figures'.  Cheron  and  Vandergucht's 
baroque  figures  could  hardly  be  less  suitable  as  an  ac- 
companiment to  Baston  and  Harris's  factual  and  linear 
ships,  which  as  the  text  points  out,  are  not  seventecnth- 
but  eighteenth-century  vessels. 

Very  little  is  recorded  of  Thomas  Baston,  or  Bastin, 
or  of  James  Harris.  The  former  is  known  only  as  a 
draughtsman.  His  'Twenty-two  Prints  of  Several  of 
the  Capital  Ships  of  his  Majties  Royal  Navy',  pub- 
lished in  1722  and  included  in  the  John  Bowles  cata- 
logue of  1728  already  referred  to,  can  be  seen  in  the 
British  Museum.  Vertue  records  a  'most  considerable 
piece  -  a  large  print  of  a  sheet  &  a  Halt  being  the 
representation  of  the  Royal  Navy',  engraved  by 
Michael  Vandergucht.  Harris  was  a  topographical  en- 
graver and  etcher  of  pedestrian  quality,  whose  occupa- 
tion accords  with  the  style  of  work  in  this  print. 

4.  THE  KING'S  DECLARATION. 
Painting. 
63  x  76.5  cm. 

Signed  lower  right:  P.  Tillamns  Ft. 
(Parti,  No.  4). 


Engraving. 
36  X  44.8  cm. 

Lettered:  Tillemans Pinx Gerd.  Vandergucht.  Sc. 
and  The  King's  Declaration  to  his  Gentry  & 
Army  in  Septembr.  1642.  La  Declaration  da 
Roy  a  sa  Noblesse  ct  Amide  le  Mois  de 
Septcmbre,  1642.  (No.  4). 


4.  The  King's 
Declaration. 
Engraving  by 
G.  Vandergucht 
after  Tillemans. 
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5.  Tlie  Battle  of  Naisby. 
Engraving  by 
N.-G.  Dupuis  after 
Parrocel. 
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During  September  the  King  averred  to  Parliament  that 
he  desired  only  'the  preservation  and  Advancement  of 
the  True  Protestant  religion,  the  law  &  liberty  of  the 
subject,  the  just  rights  of  Parliament,  and  the  peace  of 
the  Kingdom'.  He  repeated  this  later  in  the  month 
when  he  reviewed  his  army  at  Wellington,  some 
twelve  miles  from  Shrewsbury,  the  event  which  is 
depicted  here.  To  retain  interest  in  this  undramatic 
moment,  necessarily  a  crowd  scene  and  necessarily 
static,  would  have  proved  a  difficult  task  for  any  minor 
painter  and  Peter  Tillemans  was  no  exception.  Parroccl 
solved  a  similar  problem  in  Hull  Summoned  (Part  I, 
No.  2)  by  adopting  a  baroque  recessional  composition 
while  Tillemans  relies  on  a  composition  essentially  in 
planes.  Settling  in  England  in  1708,  where  he  stayed 
for  the  rest  of  his  life,  Tillemans  (1684-1734)  painted 
many  horse  racing  and  battle  scenes,  no  doubt  a  re- 
commendation for  this  commission,  but  he  was  less 
successful  in  the  handling  of  crowd  scenes  than  his 
compatriot  Peter  Angclis.  He  was  however  a  compe- 
tent craftsman  and  versatile  in  his  artistic  activities, 
which  included  portrait  and  animal  painting,  scene 
painting  in  London  theatres  and  topographical  draw- 
ing. The  engraver,  Gerard  Vandergucht  (1 696-1 776) 
was  a  member  of  a  family  who  had  settled  in  London, 
many  of  whom  were  engaged  in  some  form  of  artistic 
activity.  He  was  taught  by  his  fither  and  possibly  by 
Chcron,  although  there  is  some  confusion  with  his 
brother  Jan.  At  any  rate  'he  came  forward  in  Etching 
and  graving  after  the  French  maimer'  according  to 
Vertue.  His  chief  occupation  was  book  illustration  and 
a  recent  writer  has  remarked  that  the  number  of  books 
which  he  adorned  with  engravings  from  his  own 
designs  or  those  of  others  is  almost  beyond  computa- 
tion.6 


5.  THE  BATTLE  OF  NAISBY. 
Painting. 

60  X  72.5  cm.  Not  signed  or  dated. 
(Part  I,  No.  5). 
Engraving. 
36  X  44-3  cm. 

Lettered:  Parrocel Pinx.  Dupuis sculp. 
Londoni  1 727  and  The  Battle  o/Naisby.  La 
Bataille  de  Naisby.  (No.  5). 

This  decisive  battle  was  fought  on  June  14,  1645.  The 
King's  forces,  with  the  advantage  of  a  great  command- 
er in  Prince  Rupert,  although  outnumbered,  were 
holding  their  own  until  a  tragic  misunderstanding  of 
an  order  gave  the  Parliamentarian  army  a  sudden 
advantage  of  which  they  made  full  use.  The  King  is 
shown,  as  described  in  contemporary  records,  wearing 
gilt  armour  and  riding  his  splendid  Flemish  horse.  In 
the  print  his  features  are  redrawn  and  the  plumed  helm 
is  replaced  by  a  cavalier  hat.  More  detail  is  supplied  in 
the  distant  battle  scene  on  the  extreme  left. 
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6.  Charles  Parrocel.  Horsemen.  Entile  Wolf,  New  York. 

Although  drawings  for  none  of  the  subjects  are 
known,  one  of  a  similar  scene,  but  in  eighteenth- 
century  costume,  by  Charles  Parrocel,  is  in  a  private 
collection  in  usa  (No.  6).  Two  of  the  mounted  figures 
bear  a  close  resemblance  to  the  King  and  the  right 
hand  horseman. 

NOTES 

1 .  All  nine  paintings  are  oil  on  canvas. 

2.  Arthur  Pond  sale,  1759  (73). 

3.  For  a  full  account  of  his  life  and  work  see  E.  Croft-Murray, 
Decorative  Painting  in  England  1 537-1837,  Vol.  I,  1962, 

PP-  243-5- 

4.  Ferens  Art  Gallery,  Hull. 

5.  O.  Millar,  The  Tudor,  Stuart  and  Early  Georgian  Pictures 
in  the  Collection  oj  Her  Majesty  the  Queen,  1963 ,  p.  94. 

6.  'A  Family  of  Book  Illustrators',  Times  Literary  Supplement, 
July  26,  1957. 
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The  Indians  have  a  proverb  which 
suggests  how  much  training  and 
experience  are  needed  before  wea- 
ving can  be  used  as  a  means  of  artistic 
expression:  they  say  that  a  man  can  die  a 
poet  at  the  age  of  twenty-five,  but  he  must 
live  to  sixty  to  become  a  weaver.  All  weav- 
ing starts  on  a  loom  across  which  the  warp 
threads  are  stretched  like  the  strings  on  a 
harp,  and  the  weft  threads  are  then  passed 
under  or  over  the  warp  across  the  width  of 
the  loom.  The  tapestry  weaver  prepares 
a  new  bobbin  of  thread  for  each  cord  of  his 
design  so  that  the  range  of  colours  and 
patterns  is  infinite,  but  he  is  unlikely  to 
weave  more  than  three  square  feet  of 
tapestry  in  a  full  week. 

For  several  centuries  European  tapestry 
was  broadly  designed  by  the  weavers  at 
their  looms,  until  in  15 16  Raphael  painted 
his  famous  cartoons  for  the  Sistine  Chapel, 
which  laid  down  in  precise  detail  the  forms 
and  colours  which  the  weavers  had  to 
follow.  It  soon  became  established  practice 
for  painters  to  prepare  full-scale  tapestry 
designs  which  were  faithfully  copied  by 
skilled  weavers,  and  it  was  not  until  Wil- 
liam Morris  set  up  his  own  weaving  work- 
shop in  Merton  Abbey  at  the  end  of  the 
nineteenth  century  that  this  convention 
was  seriously  challenged.  During  the  1940s 
Jean  Lurcat  persuaded  the  French  work- 
shops of  Gobelins  and  Aubusson  to  aban- 
don their  traditional  designs  and  commis- 
sion new  ones  from  artists  such  as  Lcger 
and  Picasso,  but  even  today  their  weavers 
are  valued  more  for  their  skill  as  copyists. 

In  1912  the  Marquess  of  Bute  recruited 
two  weavers  from  Merton  Abbey  and 
established  the  Edinburgh  Tapestry  Com- 
pany to  weave  wall  hangings  for  his  home 
at  Mount  Stuart;  Scotland  seems  to  have 
been  the  only  country  in  northern  Europe 
which  never  had  an  indigenous  tapestry 
industry,  concentrating  instead  on  more 
practical  work  like  tartans,  tweeds  and 
Paisley  shawls.  Lord  Bute  provided  a  site  at 

Brian  Beaumont  -  Nesbitt 


Corstorphine  (just  off  the  principal  road 
from  Edinburgh  to  the  airport)  near  a 
sixteenth-century  dovecot,  where  he  built 
the  Dovecot  Studios.  From  1945  the  Bute 
family  began  to  commission  tapestry 
designs  from  modern  British  artists,  but 
these  tended  to  be  precise  reproductions 
and  in  1952  Ronald  Cruikshank,  the  master 
weaver,  left  to  set  up  his  own  Golden 
Targe  Studio  elsewhere  in  Edinburgh.  In 
1954  John  Noble  and  Harry  Jefferson 
Barnes  (Director  of  Glasgow  School  of 
Art),  took  over  the  Edinburgh  Tapestry 
Company  and  appointed  Sax  Shaw,  of  the 
Edinburgh  College  of  Art,  as  chief  design- 
er from  1955  to  i960. 

Archie  Brennan  has  done  more  than  any 
weaver  to  bridge  the  gap  between  the 
creative  designer  and  the  obedient  artisan. 
Born  near  Edinburgh  in  193 1  he  learned 
from  his  father,  an  engineer,  how  to  make 
things  with  his  hands,  but  soon  developed 
a  talent  for  painting  and  drawing.  While 
attending  evening  classes  at  the  local  art 
college,  Brennan  made  friends  with  a 
group  of  apprentices  from  the  Dovecot 
Studio,  who  persuaded  him  to  join  them 
when  he  left  school  in  1947.  During  his 
apprenticeship  he  was  already  feeling  for 
a  policy  of  greater  give  and  take  between 
designer  and  weaver,  and  in  1952  he  fol- 
lowed Ronald  Cruikshank  to  the  new 
Golden  Targe  Studio. 

When  Cruikshank  left  for  America  in 
1954,  Archie  Brennan  took  a  two  year 
break  to  travel  and  sketch  in  France, 
returning  in  1956  to  get  married  and  do 
his  National  Service  near  Carlisle,  where 
he  studied  drawing  and  printed  textiles  at 
the  College  of  Art  for  two  days  each  week. 
In  1958  he  enrolled  on  the  general  course 
at  Edinburgh  College  of  Art,  where  one  of 
the  subjects  he  studied  was  stained  glass 
under  Sax  Shaw,  concurrently  Chief 
Designer  at  the  Dovecot  Studios.  In  1962 
he  was  awarded  a  postgraduate  scholar- 
ship to  study  tapestry  at  the  College, 


and  at  the  end  of  that  year  he  was 
simultaneously  offered  two  important 
jobs.  ^ 
The  first  was  to  open  a  department  of 
tapestry  alongside  the  existing  weaving 
department  at  Edinburgh  College  of  Art; 
initially  there  was  only  a  handful  of  pupils, 
but  by  the  end  of  1973  seventy  students 
came  to  the  tapestry  department  each 
week,  which  was  for  several  years  the  only 
one  in  Britain  until  the  Royal  College  of 
Art  followed  suit.  Rather  than  attempt  any 
formal  instruction,  Archie  Brennan  prefers 
to  conduct  a  series  of  private  tutorials  in 
which  he  and  the  student  jointly  explore 
some  new  aspect  of  tapestry.  This  attitude 
of  give  and  take  was  also  extended  to  the 
Edinburgh  Tapestry  Company  in  1962 
when  Brennan  was  appointed  weaving 
director,  a  new  post  winch  combined  the 
responsibilities  of  head  weaver  and  chief 
designer,  and  brought  with  it  all  the  prob- 
lems of  maintaining  a  supply  of  high  quality 
work. 

Because  large  tapestries  are  expensive, 
many  of  those  woven  in  the  Dovecot 
Studios  have  been  commissioned  from  the 
designs  of  distinguished  artists  and  there 
has  been  especially  fruitful  co-operation 
with  Eduardo  Paolozzi,  Hans  Tisdall, 
Harold  Cohen  and  Tom  Phillips.  Rather 
than  simply  produce  a  full-scale  cartoon 
and  leave  the  weavers  to  copy  every  brush 
stroke,  each  designer  now  prepares  a  series 
of  small  sketches  for  discussion  at  the 
Dovecot  Studios,  where  trial  weavings  are 
also  made  to  establish  the  most  appropriate 
colouring  or  technique.  An  agreed  master 
sketch  is  photographically  enlarged  and 
drawn  in  outline  across  the  warp  threads 
on  the  loom,  before  the  weavers  start  work 
using  the  sketches  and  samples  as  a  guide  - 
though  the  designer  must  always  be  ready 
to  discuss  any  new  ideas  or  problems  which 
may  develop. 

As  chief  designer  of  the  Edinburgh 
Tapestry  Company,  Archie  Brennan  is  also 
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I.  My  Victorian  Aunt,  1968. 
78  X  54  inches. 

Designed  and  woven  by  Archie  Brennan. 
Michael  Laird,  Edinburgh. 


3.  County  Map,  1969. 
66  X  100  inches. 

Designed  by  Archie  Brennan  and 

woven  by  the  Edinburgh  Tapestry  Company  Ltd. 

Midlothian  County  Council. 


4.  Detail  of  At  a  Window,  1972.  (See  colour  plate). 

Full  size  84  X  60  inches. 

Designed  and  woven  by  Archie  Brennan. 

I  Idler  Gallery,  Loudon. 


2.  Two  altar  tapestries,  1971. 

Each  168  X  40  inches. 

Designed  by  Archie  Brennan  and  woven 

by  the  Edinburgh  Tapestry  Company  Ltd 

St.  Cuthbert's  Catholic  Church,  Edinburgh. 


required  to  prepare  original  designs, 
usually  to  fit  some  site  with  an  established 
architectural  character;  No.  2  shows  how- 
he  incorporated  two  tapestries  based  on 
phrases  from  the  Gospels,  into  a  Catholic 
church  in  Edinburgh.  Tapestry  can  do 
much  to  introduce  a  sense  of  scale  and  tex- 
ture into  modern  buildings,  and  No.  3 
shows  the  county  map  woven  for  Mid- 
lothian County  Council,  which  had 
originally  asked  for  a  traditional  coat  of 
arms.  But  perhaps  the  real  Archie  Brennan 
comes  through  most  strongly  in  No.  6,  the 
kitchen  range  designed  to  fit  inside  a 
wooden.  Georgian  fireplace  surround. 

Weaving  technology  has  developed 
over  a  period  of  at  least  three  thousand 
years,  and  for  the  tapestries  which  he  can 
design  and  weave  without  the  limitations 
of  a  specific  commission,  Archie  Brennan 
invariably  uses  his  ancient  craft  to  make 
some  individual  comments  on  the  con- 
temporary scene.  My  Victorian  Aunt  (No.  1) 
has  affinities  with  Whistler's  mother  but 
was  culled  from  a  Sunday  supplement,  and 
while  Jane  Austen  hangs  to  one  side  of  her, 
Stalin's  mother  is  on  the  other.  The  girl 
At  A  Window  (see  colour)  was  based  on  a 
1970  fashion  plate,  while  the  detail  in  No.  4 
shows  howr  Brennan  uses  textile  patterns 
both  as  a  visual  pun  and  to  mould  forms. 

Archie  Brennan's  tapestry  has  long  been 
honoured  in  Scotland,  where  he  first 
exhibited  in  1962  and  has  had  at  least  one 
show  in  each  succeeding  year,  and  by  other 
weavers  ever  since  his  work  was  first 
shown  at  the  Lausanne  Biennale  in  1965. 
He  has  done  more  than  anyone  to  establish 
Edinburgh  as  the  capital  of  British  tapestry- 
weaving,  but  the  extent  of  his  achieve- 
ment did  not  penetrate  very  far  south  until 
1970  when  Revel  Oddy,  who  combines  a 
career  at  the  Royal  Scottish  Museum  with 
an  active  support  of  modern  craftsmanship, 
organised  a  touring  exhibition  of  Modern 
British  Hangings  for  the  Scottish  Arts 
Council,  which  was  followed  by  Woven 
Structures  at  Camden  Arts  Centre  in  1973; 
in  June,  1974  Archie  Brennan  presented  his 
own  selection  of  the  best  work  from  Scot- 
land in  an  important  exhibition  at  the 
British  Crafts  Centre  in  Covent  Garden. 

Brennan  had  to  struggle  hard  during  the 
1960s  to  maintain  his  own  artistic  person- 
ality and  output,  but  at  the  end  of  1973  he 
handed  over  his  job  as  head  of  tapestry  at 
Edinburgh  College  of  Art  to  his  gifted 
pupil  and  assistant,  Maureen  Hodge.  He 


5.  Muhammad  Ali,  1973.20  X  14  inches. 
'Mechanical'  drawing,  black  on  white. 
Artist's  Collection. 


6.  Kitchen  Range,  1974.  38  X  42  inches. 
Designed  and  woven  by  Archie  Brennan. 
Michael  Laird,  Edinburgh. 


celebrated  his  freedom  with  a  dazzling 
one-man  exhibition  at  the  57  Gallery  in 
Edinburgh  using  tapestries,  prints  and 
drawings  taken  from  a  television  picture  of 
Muhammad  Ali  (No.  5)  to  examine  the 
relationship  between  the  sporting  idol, 
whom  we  would  all  recognise  on  tele- 
vision, and  the  private  individual  who 
could  vanish  into  a  crowd.  In  March  of 
this  year  he  became  the  first  artist  to  re- 
ceive an  award  of  .£2,000  'with  no  strings 
attached'  from  the  Scottish  Arts  Council 
for  his  unique  contribution  to  Scottish  art; 
but  perhaps  Archie  Brennan  would  most 
value  a  commission  tor  some  tapestry  of 
mediaeval  proportions,  in  which  he  could 
combine  his  poetic  inspiration  with  the 
skills  and  experience  of  a  master  weaver. 
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THE  FOUNDING  OF 

THE  NATIONAL  GALLERY 

l\  LONDON 

Part  4.  Gregory  Martin 

Even  in  a  well-ordered,  democratically  orientated  society,  a  significant  step  towards  resolving 
a  clash  of  interests  has  often  to  lie  in  the  retirement  from  the  scene  of  committed  men.  But 
it  is  a  sad  and  ironical  fact  that  in  this  case  -  the  step,  which  was  no  less  than,  the  creation  of 
the  National  Gallery  as  an  independent  institution  -  should  have  resulted  from  the  departure 
of  two  men  who  had  contributed  so  much  to  the  creation  of  a  national  collection  of  pictures. 


1.  sir  thomas  Lawrence.  George  Canning.  Trustees  of  the 
National  Gallery,  London. 


Beaumont's  death  on  February  7,  1827  was 
followed  ten  days  later  by  the  stroke  which 
incapacitated  Lord  Liverpool  and  forced  his 
resignation  from  office.  The  events  of  1823-24  had 
brought  together  the  patrician  patron,  Beaumont,  and 
the  industrious  aristocrat  and  skilful  manager  of  men. 
Lord  Liverpool ;  and  their  removal  left  two  vacancies 
on  the  Committee  of  Gentlemen  for  the  Superintend- 
ence of  the  National  Gallery. 

Lord  Liverpool's  resignation  caused  a  political  crisis, 
w  hich  took  nearly  two  months  to  resolve,  and  resulted 
in  the  succession  to  the  premiership  of  the  stormy 
petrel  of  British  politics  -  George  Canning  (No.  1). 
Canning's  interest  in  art  may  not  have  been  great;  but 
his  instruction  to  decline  an  invitation  from  the  ever- 
hopeful  figure  painter,  Haydon:  'I  am  no  judge  of  (1) 
pictures  and  (2)  horses,  and  have  no  time  tor  the  fine 
arts'  was  probably  exaggerated  to  keep  that  over-per- 
si  stent  artist  at  bay.  For  Canning,  who  had  not  long  now 
to  live,  was  'beloved  of  men  of  letters,  who  saw  in  him 
no  mere  politician,  but  a  member  of  their  fraternity'. 
His  relations  were  close  with  the  Quarterly  Review,  to 
which  Croker  -  an  opponent  of  the  British  Museum's 
ambitions  -  regularly  contributed  and  which  had  pub- 
lished in  1824  Agar  Ellis'  article  on  future  policy  for 
the  National  Gallery. 

Canning  dominated  the  political  scene  by  virtue  of 
his  oratory  and  because  'In  the  House  of  Commons  he 
was  the  cynosure  of  every  intelligent,  active  and 
ambitious  spirit".  In  this  group  could  be  counted  Agar 
Ellis,  who  in  December  1825  was  considering  trans- 
ferring his  allegiance  from  the  Whigs  to  give  him  his 
support.  Canning,  in  fact,  had  no  traditional  party 
backing,  because  his  opposition  to  Parliamentary  Re- 
form separated  him  from  the  Whigs,  and  his  espousal 
of  Catholic  Emancipation  divided  him  from  the  solid 
right  of  the  Tory  party.  His  position  was  thus  basically 
w  eak,  which  meant  that  the  active  support  of  the 
King,  whose  prestige  he  believed  should  stand  high, 
was  that  much  more  important  to  him. 
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For  Canning,  who  to  construct  his  Cabinet  gave  up 
the  Foreign  Office  and  became  Chancellor  of  the  Ex- 
chequer as  well  as  first  Lord  of  the  Treasury,  there  were 
initially  (and  naturally)  more  pressing  matters  than  the 
affairs  of  the  National  Gallery.  Hut  the  appointment  of 
two  Trustees  to  replace  Beaumont  and  Liverpool  lay 
in  his  gift.  And,  on  June  26,  some  three  weeks  after  he- 
had  successfully  presented  his  Budget  to  the  Commons, 
he  turned  to  two  wealthy  politicians  of  the  younger 
generation,  who  in  their  different  ways  had  already 
demonstrated  their  interest  in  the  fine  arts:  his  Whig 
admirer,  Agar  Ellis  (No.  2)  and  the  star  of  the  Tory 
party  in  the  Commons,  who  had  refused  to  serve  under 
him  -  Robert  Peel  (No.  3).  Agar  Ellis  had  already 
actively  participated  in  the  destiny  of  the  National  Gal- 
lery.  Peel,  on  the  other  hand,  had  not  spoken  in  debates 
concerning  it.  He  was,  however,  amassing  at  great 
expense,  one  of  the  most  notable  collections  of  seven- 
teenth-century Netherlandish  painting  of  the  time.  The 
two  men  were  hardly  even  acquaintances:  AgarEllishad 
been  present  the  year  before  when  Peel  became  a  mem- 
ber of  the  Society  of  Dilettanti,  and  had  subsequently 
visited  Peel's  new  house  and  seen  his  collection.  But 
they  belonged  to  different  worlds;  and  the  House  of 
Commons  apart,  they  shared  no  other  common  ground. 
For  instance  -  and  most  significantly  -  neither  was  a 
Trustee  of  the  British  Museum. 

The  practical  consequence  of  Canning's  nominations 
was  immediate.  Because,  hitherto,  all  the  'Gentlemen' 
appointed  to  superintend  the  National  Gallery  were 
Trustees  of  the  Museum,  its  affairs  had  either  been 
decided  at  the  Treasury  or  by  the  Museum's  Sub- 
Committee  for  the  Department  of  Paintings,  etc.  There 
are  no  early  minutes  of  the  Committee  for  the  Super- 
intendence of  the  National  Gallery,  because  it  probably 
never  met  as  such.  The  Museum  Sub-Committee's 
meetings  were  not  regularly  minuted  until  1828;  but 
that  the  Museum's  ad  hoc  control  of  the  national  col- 
lection came  to  be  clearly  recognized  is  shown  by  the 
Treasury  Lords'  reference  in  March  1827  to  the  Trus- 
tees of  the  Museum  of  a  petition  to  engrave  the  pic- 
tures in  Pall  Mall.  The  Trustees'  Sub-Committee,  to 
whom  the  matter  was  further  referred,  met  three  times 
in  June  to  consider  the  matter,  and  finally  on  June  23, 
decided  to  grant  the  petition.  The  minutes  of  their 
meetings  and  the  texts  of  the  resolutions  were  sent  to 
the  Treasury,  to  the  Keeper  of  the  National  Gallery, 
and  to  members  of  the  Committee  appointed  to  super- 
intend its  affairs. 

The  decision  to  inform  this  Committee  of  their 
dclib  erations  may  have  been  taken  because  knowledge 
of  Canning's  intentions  was  already  afoot.  For  it  was 
exceptional ;  in  January  and  February  of  that  year,  for 
instance,  two  gifts  of  paintings  to  the  National  Gallery 
had  been  accepted  by  the  Trustees,  and  the  Keeper 
had  been  directed  to  display  them,  without  any  of- 
ficial notification  being  made  to  the  members  of  the 
Committee,  which  was  nominally  responsible. 


This  procedure  could  no  longer  be  followed  after 
Agar  Ellis  and  Peel  accepted  Canning's  invitation  to 
serve  on  the  Committee.  And,  on  July  3,  the  Treasury, 
acknowledging  the  receipt  of  the  Trustees'  Sub-Com- 
mittee's minutes  and  resolutions  on  the  petition  to 
engrave  the  pictures  in  Pall  Mall,  stated  with  bureau- 
cratic insouciance  that  'the  Lords  of  the  Treasury  will 
Communicate  (on  the  subject  of  the  petition)  with  the 
Committee  for  the  Superintendence  [sic]  of  the  Royal 
Gallery  of  Pictures,  the  former  letter  of  the  Treasury 
Board  having  been  inadvertently  addressed  to  the  Trus- 
tees of  the  Museum  instead  of  the  Committee  specially 
charged  with  all  matters  relating  to  the  Royal  Gallery'. 
The  national  collection  of  paintings  thus  achieved  its 
independence  as  an  institution  -  a  fact  which  was  to 
have  its  administrative  confirmation  in  the  minuting  of 
the  meetings  of  the  Trustees  from  early  in  the  follow- 
ing year. 

The  Royal  Gallery  of  Pictures  was  the  christening 
name  chosen  by  Canning  to  celebrate  his  destruction  of 
the  compromise  evolved  by  his  predecessor,  Lord 
Liverpool,  and  to  symbolise  the  newly-established 
independence  of  the  national  collection  of  paintings. 
The  new  name  was  a  piece  of  window-dressing  to 
bolster  the  prestige  of  the  new  institution  and  to  flatter 
the  King.  For  the  extent  to  which  Canning's  associ- 
ation of  the  Crown  with  the  national  collection  of 
paintings  was  justified  is  open  to  doubt.  True,  George 
IV  was  a  notable  patron  of  the  arts  and  a  great  collector 
of  old  masters;  further,  the  King's  confidant  and  ad- 
viser, Long,  had  claimed  in  the  House  of  Commons 
debate  of  1824  that  he  had  suggested  that  Angerstein's 
pictures  be  bought  for  the  nation.  But  there  is  nothing 
in  George  IV's  correspondence  to  suggest  that  he  did  in 
fact  take  an  active  interest  in  the  formation  and  devel- 
opment of  the  National  Gallery.  And  while  the  first 
addition  to  it  that  was  bought  by  the  Government  was 
taken  to  him  to  inspect,  there  is  no  record  of  George 
IV's  visiting  the  collection  in  Pall  Mall,  and  he  gave 
no  picture  to  it.  And  that  it  was  generally  felt  that 
Canning's  new  name  for  the  institution  was  an  in- 
appropriate and  unwarranted  gimmick  is  indicated  by 
its  early  alteration  to  the  Royal  National  Gallery.  This 
name  as  well  was  never  widely  used ;  and  was  dropped 
altogether  after  George  IV's  death  in  1830,  when  the 
national  collection  was  again  called  what  it  really  was  - 
the  National  Gallery. 

Canning's  action  had  put  an  end  to  the  projected 
engagement  between  the  British  Museum  and  the 
national  collection  of  pictures;  the  two  institutions 
were  now  free  to  go  their  separate  ways.  And  in  the 
following  year  the  Trustees  of  the  British  Museum 
formally  acknowledged  the  fact  by  ceding  Beaumont's 
gift  to  the  Trustees  of  the  National  Gallery,  a  gesture 
which  the  officials  of  the  British  Museum  -  when  later 
faced  with  the  prospect  of  losing  another  part  of  the 
Museum's  holdings  -  refused  to  admit  had  ever  hap- 
pened. 


2.  MARGARET  CARPENTER. 

George  James  Welbore 
Agar  Ellis, 

later  1st  Lord  Dover.  Detail. 
Private  collection  Edinburgh, 
reproduced  by  courtesy  of 
the  Trustees  of  the 
National  Galleries 
of  Scotland. 


3.  SIR  THOMAS  LAWRENCE. 

Sir  Robert  Peel,  Bt.  Detail. 
Private  collection,  England. 
Photograph  by  R.  R.J.  Brunt. 
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The  chief  concern  of  the  Trustees  of  the  now  in- 
dependent National  Gallery,  was  to  carry  on  the  search 
for  a  proper  home  for  the  collection;  their  infrequent 
and  irregular  meetings  were  convened  usually  to  con- 
sider a  new  proposal.  Angerstcin's  home  -  although 
geographically  well  placed  -  had  never  been  regarded 
as  anything  but  temporary  accommodation.  The  faults 
of  this  modest,  three-storied  private  house  were  ob- 
vious, although  the  two  upper  rooms,  which  Agar 
Ellis  described  in  his  1824  article  in  the  Quarterly  Re- 
view as  'dark  and  cavern-like',  were  improved  soon 
afterwards  by  the  introduction  of  sky-lights.  How- 
ever, the  lower  room  remained  'extremely  dark'.  The 
fire  risk  was  great,  because  as  the  neighbouring  houses 
were  so  much  taller,  the  chimney  stacks  had  to  be 
'dangerously  high',  and  because  the  'principal  room 
was  above  the  offices  of  the  Keeper'  (which  were  heat- 
ed by  open  fires).  But  the  chief  drawback  was  that  the 
house  was  too  small.  It  was  more  than  adequate  for  the 
purpose  of  displaying  Angerstcin's  collection;  the 
Keeper,  Scguier,  was  able  to  find  room  to  hang  four 
pictures  subsequently  bought  by  Lord  Liverpool's 
government,  and  Beaumont  was  also  able  to  hang  the 
pictures  he  had  given.  But  saturation  point  was  reached, 
early  in  1828,  when  Seguicr  put  on  exhibition  Rubens' 
Peace  and  War  (No.  4),  which  the  Duke  of  Sutherland 
had  given  to  the  nation.  And  this  was  just  what  the 
Trustees  of  the  National  Gallery  decided  to  tell  the 
Government  after  their  first  recorded  meeting  on 
February  7, 1828. 

But  if  Canning's  action  provided  the  National  Gal- 
lery with  an  articulate  pressure  group  in  the  form  of  an 
independent,  responsible  body  of  Trustees,  it  also  dis- 


turbed the  coherence  and  continuity  of  governmental 
planning.  For  while  the  office  responsible  to  the  Com- 
missioners ot  Woods  and  Forests  for  carrying  into 
effect  Nash's  improvements  continued  to  plan  in  terms 
of  Nash's  concept  for  the  development  of  the  northern 
line  above  Charing  Cross  until  at  least  the  end  of  1829, 
t  the  Trustees  of  the  National  Gallery,  accepting  differ- 
ent proposals  as  they  were  offered,  erratically  endorsed 
a  series  of  different  sites  as  suitable  for  a  National  Gal- 
lery. 

Nash  had  shown  his  plans  for  a  National  Gallery  to 
Agar  Ellis  soon  after  the  1826  debate  on  the  Charing 
Cross  Improvement  Bill  in  the  House  of  Commons; 
and  Agar  Ellis  had  recorded  that  he  had  'liked  [the] 
plans  generally'.  But  he  never  became  a  wholehearted 
advocate  of  them.  On  the  contrary,  in  the  following 
year,  before  he  became  a  Trustee,  he  had  proposed  in 
the  Commons  that  York  (now  Lancaster)  House, 
which  had  belonged  to  the  recently  deceased  and  in- 
solvent Duke  of  York,  be  converted;  while  a  year  later 
he  obtained  the  support  of  his  fellow  Trustees  for  a 
plan  to  build  an  additional  Gallery  on  land  adjacent  to 
Angerstcin's  house  in  Pall  Mall,  also  owned  by  the 
Crown.  His  idea  was  that  one  hundred  and  fifty  feet 
(including  the  frontage  of  Angerstein's  house)  along 
Pall  Mall  and  one  hundred  and  seventy  feet  behind  it 
should  be  reserved  tor  future  expansion,  and  that  one 
additional  Gallery  of  seventy-two  by  thirty-six  feet 
should  be  built  immediately  at  a  cost  not  exceeding 
^5,000.  To  meet  the  cost,  he  persuaded  his  fellow 
directors  of  the  British  Institution  to  advance  -£4,000 
out  of  their  funds.  But  this  proposal,  put  to  the  Trea- 
sury in  a  letter  of  April  1828,  was  rejected  out  of  hand. 


4.  SIR  PETER  PAUL 
RUBENS. 

Minerva  protects  Pax 
from  Mars  ( Peace  and 
War).  Trustees  of 
the  National  Gallery, 
London. 
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5,  JOHN  JACKSON. 

The  Duke  of 
Wellington. 
Trustees  oj  the 
National  Portrait 
Gallery,  London. 


According  to  Agar  Ellis,  the  then  Prime  Minister,  the 
Duke  of  Wellington,  'would  not  listen  to  it'. 

Wellington  (No.  s).  followed  Canning's  successor, 
the  too-weak  Frederick  Robinson  (by  now  Lord 
Goderich)  as  Premier  early  in  1828,  was  cast  as  'anti- 
art'  by  his  Whig  opponents.  It  is  no  doubt  true  that 
unlike  Lord  Goderich,  for  instance,  he  was  unenthusi- 
astic  about  promoting  cultural  programmes.  Never- 
theless, he  had  compelling  reasons  for  rejecting  the 
proposal  inspired  by  Agar  Ellis.  His  Government  was 
to  embrace  the  most  respectable  economic  theories  of 
the  day  and  embark  on  a  rigorous  programme  of  cut- 
ting public  expenditure.  The  cost  of  financing  Nash's 
and  George  IV's  extravagant  and  irresponsible  plans 
for  refurbishing  Buckingham  House  early  caused  his 
Government  concern,  and  in  this  context  alone  any 
further  commitment  to  public  works  would  have  been 
impolitic.  And,  in  a  narrower  context  too,  Wellington 


had  a  good  reason  for  rejecting  Agar  Ellis'  proposal. 
For  the  office  responsible  for  carrying  out  Nash's 
improvements  in  western  London  was  in  the  process 
of  negotiating  with  the  Army  to  satisfy  its  claim  for 
new  barrack  space  to  compensate  for  the  loss  of  the 
King's  Mews,  promised  to  it  by  Lord  Liverpool  before 
1825.  And,  furthermore,  when  the  proposal  was 
officially  made,  a  Select  Committee  of  the  House  of 
Commons,  of  which  Agar  Ellis  was  a  member,  was  in- 
vestigating the  administration  of  public  works. 

This  Committee  was  set  up  on  March  22  just  over 
a  week  before  Agar  Ellis'  fellow  directors  of  the  British 
Institution  agreed  to  back  his  proposal.  The  Com- 
mittee unearthed  much  to  criticise;  and  Nash's  im- 
providence was  for  the  first  time  brought  into  the 
domain  of  official,  public  knowledge.  Its  Report,  pub- 
lished on  June  19,  probably  reflected  accurately  the 
Government's  feelings  about  Nash's  plan  for  the 
development  of  the  northern  line  of  the  new  open 
space  at  Charing  Cross.  This  was  that  the  Army  should 
relinquish  its  claim  to  the  King's  Mews  (No.  6),  but 
that  -  in  the  atmosphere  of  retrenchment  -  the  Gallery 
should  not  be  built.  Rather,  it  recommended  that  the 
building  should  be  preserved,  as  'the  upper  floor  of 
which,  being  lighted  by  sky-lights,  can  at  a  very  small 
expense,  be  made  available  for  a  National  Gallery,  or 
other  public  purposes  .  .  .'.  This  view  was  endorsed  by 
the  Trustees  at  a  meeting  held  on  July  15,  in  the  King's 
Mews,  at  which  they  decided  to  point  out  to  the  Trea- 
sury that  the  upper  floor  of  the  building  would  be  con- 
verted into  a  Gallery  'at  no  considerable  expense'.  This 
action  had  all  the  more  weight  as  it  was  supported  by 
Peel,  the  new  Home  Secretary,  who  had  not  attended 
the  earlier  meeting  when  Agar  Ellis'  proposal  had  been 
adopted. 

Agar  Ellis'  attitude  to  this  decision  may  well  have 
been  ambivalent,  as  he  was  President  of  the  'National 
Repository  for  the  Exhibition  of  Specimens  of  new  and 
improved  productions  of  the  Artisans  and  Manufac- 
turers of  the  United  Kingdom'  -  a  sort  of  Design 
Centre  -  whose  first  exhibition  on  the  top  floor  of  the 


6.  The  King's  Mews, 
Charing  Cross. 
Watercolour,  c.  1828. 
The  London  Museum. 
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King's  Mews  had  just  been  opened  to  the  public.  The 
National  Repository  and  a  private  zoo  on  the  ground 
floor,  were  the  two  temporary  occupants  of  the  build- 
ing, to  which  the  Army  had  not  yet  formally  ceded  its 
claim. 

The  recommendation  of  the  Select  Committee, 
which  had  been  hastily  seconded  by  the  Trustees, 
proved  to  be  a  telling  blow  against  the  Army's  claim  to 
the  King's  Mews.  And  in  the  following  year  -  other 
proposals  having  proved  unsatisfactory  and  access  to 
Charing  Cross  having  been  guaranteed  across  the  site 
of  the  King's  Mews  -  the  Army  ceded  its  claim  in 
return  for  additional  land  to  the  north  as  far  as  the 
Orange  Street  boundary. 

Equally,  the  recommendation  was  an  implicit  rejec- 
tion of  Nash's  plan  for  the  development  of  the  north- 
ern line  of  the  new  open  space  at  Cbaring  Cross  that 
had  been  published  two  years  previously.  But  Nash 
was  undeterred  and  countered  by  altering  bis  design 
for  the  Gallery,  which  was  now  to  be  taller.  A  report 
on  his  new  proposals  was  leaked:  the  Literary  Gazette 
of  August  2,  1828  stated  that  Nash  was  'to  be  entrusted 
with  the  erection  of  a  National  Gallery  and  Royal 
Academy' ;  and  a  fuller  report  in  the  August  number  of 
the  Gentleman's  Magazine  stated  that  Nash's  plans,  the 
basic  thesis  of  which  remained  unchanged,  had  ob- 
tained the  necessary  approval.  And  it  was  this  design 
for  a  National  Gallery  'on  a  grand  scale'  which  con- 
fronted the  Army  during  the  final  negotiations  on  its 
claim  to  the  King's  Mews  in  the  summer  of  1829. 

The  Commissioners  of  Woods  and  Forests  in  their 
next  triennial  Report  on  the  progress  of  the  improve- 
ments, which  was  published  in  June  1 829,  made  no 
allusion  to  this  plan.  This  was  not  a  significant  omis- 
sion; for  any  reference  would  have  been  premature  in 
view  of  the  fact  that  the  first  stage  of  the  improvements 
at  Charing  Cross,  as  outlined  in  the  Act  of  1 826,  had 
not  yet  been  completed.  Some  modifications  in  Nash's 
plans  for  this  stage  were  in  fact  then  being  considered; 
but  this  was  probably  no  reflection  on  his  standing, 
particularly  as  his  plans  for  the  re-development  of  Pall 
Mall,  published  in  the  Report  of  1829,  were  then  being 
carried  out. 

Although  defended  by  Government  spokesmen, 
Nash's  reputation  was  severely  mauled  in  the  summer 
of  1829  because  of  his  supposed  speculation  in  Crown 
leases.  His  new  design  for  a  National  Gallery  was  in- 
spired by  an  attitude  completely  at  odds  with  the 
Government's  commitment  to  reduce  public  expendi- 
ture. In  this  sense  he  was  out  of  touch,  and  his  position 
was  weakening.  With  the  death  of  his  chief  support  - 
George  IV  -  in  the  following  year,  his  influence  really 
began  to  collapse. 

The  modifications  to  his  plan  to  re-develop  Charing 
Cross  now  became  more  drastic.  The  allocation  of  the 
centre  of  the  new  open  space  for  a  new  Royal  Academy 
was  publicly  abandoned.  The  official  plan  for  the  area, 
published  in  1830  (No.  7),  retained  the  Gallery  for 


painting  and  sculpture  although  there  was  probably 
little  enthusiasm  for  it  in  the  Government. 

The  progress  of  the  improvements  in  Pall  Mall  had 
meant  that  a  decision  concerning  a  permanent  home 
for  the  National  Gallery  would  of  necessity  have  to  be 
made.  In  August,  the  Treasury  authorised  a  further 
stage  in  the  improvements  that  included  pulling  down 
Angerstein's  house  to  make  way  for  a  road.  Meanwhile 
it  had  been  decided,  after  several  years  of  agitation,  to 
provide  the  Records  of  the  Courts  of  Exchequer  and 
Common  Pleas  with  urgently  required  lodging  in  the 
eastern  half  of  the  King's  Mews.  Thus  the  Department 
of  Woods  and  Forests,  when  notifying  the  Trustees  of 
the  decision  to  pull  down  Angerstein's  house,  made  no 
reference  to  Nash's  plan;  it  tentatively  suggested  a  site 
at  St.  James's  Palace  as  a  permanent  home,  which  the 
Trustees  adopted  at  a  meeting  held  on  September  22. 
But  the  Trustees  did  not  expect  any  immediate  action. 
They  must  have  known  that  the  Government's  days 
were  numbered  after  the  losses  it  had  suffered  at  the 
General  Election  held  in  July;  and  they  must  have  been 
uneasy  about  the  revolutionary  atmosphere  stimulated 
by  the  fall  of  the  Bourbons  in  France.  Parliamentary 
Reform  was  the  burning  issue  which  Wellington 
refused  to  contemplate;  and  in  November  he  resigned 
office  to  be  succeeded  by  Lord  Grey,  whose  Cabinet, 
dedicated  to  the  principle  of  Reform,  was  the  most 
aristocratic  of  the  century. 

On  November  20,  Agar  Ellis  accepted  Grey's  offer 
(if  the  office  of  First  Commissioner  of  Woods  and 
Forests.  And  thus  when  the  Trustees  confirmed  their 
approval  of  the  St.  James's  Palace  site  at  their  next 
meeting  held  on  December  1,  they  had  reason  to  be 
optimistic  that  the  erection  of  a  permanent  Gallery 
would  at  last  come  about.  Their  specifications  were 
pragmatically  modest:  three  large  sky-lit  galleries  and 
rooms  beneath  for  the  offices  of  the  establishment;  and 
one  of  their  number  -  Agar  Ellis  -  held  the  post  in  the 


8.  JOHN  JACKSON. 

The  Reverend 
William  Holwell  Carr^ 
Trustees  of  the  National 
Gallery,  London. 


7.  Plan  for  the 
development  of 
Charing  Cross 
presented  to  the 
House  of  Commons, 
1830. 

The  State  Paper  Office, 
the  British  Museum. 
Photograph  by 
J.  R.  Freeman. 
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Government  which  was  key  for  the  implementation  of 
public  works. 

It  was  an  admirable  appointment,  for  both  taste  and 
experience  fitted  Agar  Ellis  tor  it.  But  he  had  never 
been  physically  strong;  and  as  he  plunged  into  the 
affairs  of  his  Department,  the  thought  of  serving  on 
the  Government  side  in  the  Commons  night  after 
night  to  carry  through  the  Reform  Bill,  then  being 
planned  for  the  next  session,  became  increasingly  in- 
tolerable. Just  over  a  month  after  accepting  office,  he 
resigned  and  made  known  his  wish  to  serve  the  Gov- 
ernment in  the  House  of  Lords. 

Agar  Ellis'  resignation  meant  not  only  that  the  Gal- 
lery lost  an  influential  advocate  of  the  St.  James's 
Palace  site,  but  also  that  the  well-meaning  Lord 
Goderich  was  now  the  only  Trustee,  who,  as  a  member 
of  the  Government,  was  in  a  position  to  press  for  its 
claims  at  the  centre  of  power. But  the  fact  that  no  pro- 
vision was  made  for  the  building  of  a  National  Gallery 
in  the  estimates  presented  to  the  Commons  in  the 
spring  of  183 1  was  not  Lord  Goderich's  fault.  Lord 
Grey's  Government  was  as  committed  to  holding 
down  public  expenditure  as  had  been  its  Tory  pre- 
decessor. And  any  additional  commitment  to  archi- 
tectural works  was  out  of  the  question  while  Nash's 
extravagance  at  Buckingham  House  was  being  investi- 
gated. Indeed  in  March,  rejection  of  Nash's  plan  for  a 
National  Gallery  was  publicly  hinted  at:  the  Gentle- 
man's Magazine  reported  that  'it  is  by  no  means  certain 
that  this  edifice  will  be  erected'.  At  the  same  time,  it  is 
clear  that  the  St.  James's  Palace  project  never  got  off 
the  ground.  Indeed,  early  in  June,  Agar  Ellis  and  Farn- 
borough  inspected  Dysart  House  in  Pall  Mall,  whose 
lease  was  about  to  revert  to  the  Crown;  this  was  the 
site  which  the  Government  was  considering  as  a  new 
home  for  the  national  collection  of  pictures,  for  the 


cost  of  conversion  would  be  small.  It  was  all  that  Lord 
Grey's  Government,  embroiled  in  the  conflict  to 
achieve  a  minimum  degree  of  Parliamentary  Reform, 
would  offer  the  national  collection  of  pictures  in  its 
first  months  of  office.  That  its  needs  came  very  low  in 
the  Government's  priorities  is  further  indicated  by  the 
fact  that  nothing  was  done  to  fill  the  gap  on  the  Board 
of  Trustees  left  by  Sir  Thomas  Lawrence's  death  the 
year  before. 

After  their  visit  to  Dysart  House,  Agar  Ellis  and 
Farnborough  walked  the  short  distance  along  Pall  Mall 
to  Angerstein's  old  house,  and  saw  there  the  picture^ 
which  the  Reverend  Holwell  Carr  (No.  8)  had  left  to 
the  nation.  The  intention  of  this  parson  to  leave  his 
collection  to  the  nation  had  been  made  known  in  1825  ; 
after  Beaumont's,  it  was  the  most  generous  gift  (Nos. 
9,  10,  11)  that  the  nation  had  yet  received.  It  was  re- 
ported that  he  had  stipulated  in  his  will  that  a  gallery 
worthy  of  his  bequest  should  be  built.  The  news  of  his 
bequest  and  stipulation  in  the  spring  of  183 1,  and  the 
overcrowding  at  Angerstein's  house  which  the  arrival 
of  his  pictures  caused  gave  renewed  urgency  to  finding 
the  national  collection  a  worthy  home. 

It  was  at  this  point  that  a  new  personality  -  learned, 
if  opinionated,  self-confident  and  untainted  by  previous 
public  employment  -  entered  the  scene:  William 
Wilkins  (No.  12).  He  was  known  to  the  National  Gal- 
lery as  the  benefactor  of  a  picture  by  West  in  1827; 


9.  JACOPO 
TINTORETTO. 

Saint  George  and  the 
Dragon.  Trustees  of  the 
National  Galleryi 
London. 
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10.  fredeuico  baroccio.  La  Madonna  del  Gatto.  Trusteesof 
the  National  Gallery,  London. 

1 1.  Bust  of  William  Wilkins.  Trinity  College,  Cambridge. 


and,  by  virtue  of  the  massive  University  College, 
which  he  had  recently  designed,  was  recognised  as  one 
of  the  leading  architects  of  the  day  not  to  have  re-* 
ceived  Government  patronage.  Wilkins  was  at  the 
time  particularly  aggrieved  by  his  recent  failure  to  win 
the  competition  to  design  the  Duke  of  York's  column, 
which  he  attributed  to  the  attitude  of  the  Duke  of 
Wellington.  His  animosity  against  the  leader  of  the 
Tory  part\-  must  have  endeared  him  to  the  Whig 
ministers  of  the  day. 

Wilkins  had  been  elected  a  member  of  the  Royal 
Academy  in  1824.  Thus  he  would  no  doubt  have 
known  of  Nash's  proposals  to  provide  the  Academy 
with  a  new  home  and  would  have  been  consulted  on 
the  subject.  The  pressing  need  tor  new,  more  con- 
venient premises  tor  the  leading  artistic  institution  in 
the  country  was  uppermost  in  his  mind  as  Nash's 
career  crumbled  and  his  plans  for  the  development  of 
the  King's  Mews  site  had  become  but  an  ambitious 
day-dream  on  which  bureaucratic  dust  was  fast  set- 
tling. A  decision  was  at  the  time  being  broached  of 
letting  the  northern  line  of  the  new  open  space  at 
Charing  Cross,  or  part  of  it,  off  to  shops.  Perhaps 
prompted  by  Lord  Goderich,  who  had  committed 
himself  to  the  cause  of  providing  the  Royal  Academy 
with  new  premises,  Wilkins  re-cast  Nash's  proposals 
for  the  development  of  the  site.  He  saw  the  problem 
chiefly  from  the  point  of  view  of  the  Royal  Academy; 
and  suggested  that  the  national  collection  of  pictures 
and  the  Royal  Academy  be  housed  in  one  building 
occupying  the  whole  of  the  northern  line.  He  was  able 
to  justify  the  development  of  the  site  for  public  pur- 
poses not  only  by  the  marriage  ot  the  national  collec- 
tion of  paintings  to  the  Royal  Academy  (which  took 
the  place  of  the  British  Museum's  holding  of  classical 
sculpture)  but  also  by  including  in  this  union,  the 
Public  Records  already  temporarily  housed  in  the 
King's  Mews.  Wilkins'  plan  thus  solved  three  prob- 
lems, all  long  recognised  as  urgent:  the  permanent 
housing  of  at  least  part  of  the  Public  Records,  of  the 
national  collection  of  paintings  and  of  the  Royal 
Academy. 

The  Trustees  adopted  Wilkins'  plan  on  September 
16,  1 83 1,  at  a  meeting  at  the  house  of  Agar  Ellis  (now 
Lord  Dover).  Five  weeks  later  a  deputation  of  Trustees, 
made  up  of  Lords  Dover,  Farnborough  and  Goderich, 
urged  the  plan  on  Lord  Grey.  Lord  Dover  recorded 
that  the  Prime  Minister  'seemed  to  like  the  plan  -  and 
promised  to  consider  it  favourably'. 

Wilkins'  plan  had  two  psychological  virtues:  it  was 
sufficiently  connected  with  projects  put  forward  by 
Nash  not  to  seem  too  original,  while  by  paying  lip 
service  to  the  need  to  make  economies,  its  approach 
was  different  and  thus  apparently  practical.  By  the  end 
of  November,  Wilkins  was  sufficiently  confident  of 
its  success  to  write  in  a  printed  but  unpublished  pam- 
phlet, addressed  to  Lord  Goderich :  'If  I  do  not  urge 
upon  you  the  renewal  of  your  efforts  for  the  removal 
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12.  Domenichino.  Saint  George  and  the  Dragon.  Trustees  of 
the  National  Gallery,  London. 

of  the  Royal  Academy,  it  is  because  I  have  learnt  .  .  . 
that  Lord  Grey  ...  is  known  to  have  listened  ...  to  a 
suggestion  of  an  exchange  of  sites,  which  will  enable 
him  to  concentrate  the  public  offices,  and  at  the  same 
time  afford  to  the  Royal  Academy  a  greater  degree  of 
accommodation  ...  A  proposal  for  the  safe  custody 
and  greater  extension  of  space  for  the  arrangement  of 
the  national  collection  of  pictures  has  also  been  put 
before  his  Lordship  .  .  .  and  received  that  kind  of 
approbation  which  leaves  its  accomplishment  a  mea- 
sure of  no  great  difficulty'.  Wilkins  underestimated  the 
difficulties  that  lay  ahead;  but  his  optimism  was 
justified,  for  he  was  to  become  the  architect  of  the 
National  Gallery  at  Charing  Cross. 


FURTHER  READING : 

E.  Halevy,  A  History  of  the  English  People  1815-30,  trans,  by 
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TheAmerieanGONNOISSEUR 


CE1 EBRATING  THE  ART  OF 
THE  NEW  STATE:  ALASKA 


r.  A  burial  mask  from 
the  prehistoric 
Ipiutak  culture  which 
poses  new  problems 
for  archaeologists. 

2.  The  figurehead  of 
a  war  canoe, 
representing  the 
Land  Otter  man, 
who  'kindly'  turns 
those  lost  or  drowned 
into  otters.  Shotridge 
Collection. 

3.  An  ivory  harpoon 
rest  from  an  Umiak 
(whaling  boat)  prow. 

4.  The  crest  helmet  of 
the  Ganaxtedi  (Raven) 
clan  of  Klukwan 

(c.  1790). 


June  Bedford 

It  was  such  an  almost  scandalous  piece  of  good  luck 
that  you  do  not  often  find  it  mentioned  by  Ameri- 
cans that  in  1867  the  United  States  bought  Alaska 
from  the  Russians  for  just  over  seven  million  dollars. 
Of  course  its  natural  wealth  and  strategic  position  are 
quite  beyond  price.  This  year  the  exhibition  The  Far 
North  (2000  years  of  American  Eskimo  and  Indian  Art) 
which  started  with  eclat  in  Washington,  D.C.  and 
went  on  to  Alaska  (Anchorage),  Oregon  (Portland) 
and  Texas  (Fort  Worth)  has  shown  us  all,  and  the 
United  States  aswell,  the  true  riches  of  the  'Great  Land'. 
Alaska  brings  with  it  a  long  cultural  history  and  a  rich 
and  varied  artistic  creation.  So  rich  that  Henry  B.  Col- 
lins, Archaeologist  Emeritus  of  the  Smithsonian  Insti- 
tution, is  stating  the  plainest  of  truths  when  he  says  in 
his  Preface  to  the  exhibition  catalogue:  'Alaska  must 
be  recognised  as  one  of  the  world  centres  of  Primitive 
Art'.  They  have  certainly  celebrated  their  new  state  in 
style  (Alaska  became  the  49th  State  in  1959).  That  the 
exhibition  was  first  presented  in  the  National  Gallery 
of  Art,  Washington,  D.C.,  also  shows  how  seriously 
they  take  'Primitive  Art'.  This  is  something  of  a  revo- 
lution, as  it  was  reported  that  the  Russian  diplomats  at 
the  opening  party,  as  well  as  many  ordinary  citizens, 
were  heard  to  say  'but  is  it  art?'  Of  course  it  is,  and  J. 
Carter  Brown  obviously  welcomed  it  to  his  luxurious 
gallery,  pointing  out  in  his  foreword  that  'the  vast 
majority  of  it  has  never  before  been  seen  in  an  Art 
Museum  context'. 

That  emotive  adjective  'primitive'  will  disappear  as 
visual  perceptions  become  more  flexible  and  sophis- 
ticated, and  as  our  feelings  of  superiority  diminish.  But 
the  theory  of  superiority  is  embodied  in  stone,  and 
massively.  There  is  still  a  practical  problem  here.  Mus- 
eums of  Natural  History  house  much  of  the  art  called 
primitive  and  this  does  prevent  it  from  reaching  many 
people  who  would  find  it  interesting  and  important. 
Friends  in  Washington  enthusing  over  the  new  visual 
experience  they  had  enjoyed  at  the  Far  North  exhibition 
in  the  National  Art  Gallery  were  surprised  to  learn 
that  only  a  few  hundred  yards  away  on  Constitution 
Avenue  they  could  have  seen  similar  objects  perman- 
ently on  view  in  the  Smithsonian  Museum  of  Natural 
History  (perhaps  even  the  same  objects  moved  along 
the  street,  as  the  Smithsonian  Institute  was  the  largest 
single  contributor  to  the  Exhibition). 


Even  taking  into  account  the  generally  high  stand- 
ards of  American  art  galleries  and  museums,  for  which 
I  am  an  unashamed  enthusiast,  this  exhibition  must 
stand  apart.  After  the  late  Rene  d'Harnoncourt,  whose 
idea  the  whole  thing  was,  we  perhaps  owe  most  to 
Mitchell  Wilder,  Director  of  the  Anion  Carter  Mus- 
eum of  Fort  Worth,  Texas.  He  provided  the  energy 
needed  to  initiate  the  project  and  then  helped  choose 
the  exhibits  (which  came  from  thirty-six  museums) 
with  Erna  Gunther,  formerly  Professor  of  Anthrop- 
ology, University  of  Alaska,  who  has  opened  the  door 
to  this  Northern  world  for  many  of  us.1  Dr.  Henry  B. 
Collins,  formerly  of  the  Smithsonian  Institution  and 
Professor  Frederica  de  Laguna  of  Bryn  Mawr  College 
have  written  the  catalogue  texts  alone;  with  Peter 
Stone  of  the  Smithsonian.  I  found  it  very  valuable  to 
have  their  individual  notes  in  the  catalogue  entries  init- 
ialled. In  fact  Frances  Smyth,  Associate  Editor  of  the 
National  Gallery,  must  be  congratulated  on  a  catalogue 
which  should  please  visitors  at  all  levels,  from  those 
who  simply  enjoy  sumptuous  pictures  of  exotic  objects 
to  those  who  will  use  it  as  an  invaluable  text-book.  The 
fact  that  it  is  sewn,  like  many  American  paperbacks, 
makes  it  an  easy  matter  to  have  it  bound.2 

Gaillard  F.  Ravenel's  presentation  was  equally 
satisfying.  The  Eskimo  halls  darkly  lit,  rather  remote, 
fantastic  and  other-worldly,  but  the  Tlingit  rooms  with 
backgrounds  of  seasoned  grey  panels  showing  up  the 
richly  luxurious  colouring  of  the  exhibits:  the  painted 
reds  and  blues,  the  flash  of  abalone  shell  and  the  white 
gleam  of  ermine  or  puffin,  and  the  translucency  of 
sheep  horn  lit  from  behind.  The  floors  of  the  cases 
were  strewn  with  leaf-sized  pieces  of  bark  and  there 
were  old  soft  brown  photographs  of  totem-poles  and 
villages  blown  up.  It  was  a  delight  to  wander  through 
these  halls. 

Everything  exhibited  was  a  top  specimen  of  its  kind, 
all  extremely  well  documented  and  drawn  from  the 
cream  of  the  world's  collections  of  this  art.  The  Rus- 
sians were  particularly  generous.  They  sent  twenty- 
four  pieces,  each  one  of  great  interest.  The  Eskimo 
wooden  dish  is  supported  by  complete,  finely  carved 
figures  and  complemented  by  the  two  Smithsonian 
pieces,  not  so  elaborate  but  decorated  by  an  interesting 
mythical  creature.  Their  hunting  hats,  two  Aleut  speci- 
mens and  the  more  solid  Eskimo  one  were  amazingly 
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t.  A  typical  prehistoric 
Okvik  small  walrus 
ivory  female  figure, 
discovered  only  last  year 
in  St.  Lawrence  Island. 


2.  An  untypical  prehistoric 
Okvik  small  walrus 
ivory  female  figure 
possibly  with  bear's  legs, 
certainly  with  bear's 
paws.  It  may  be 
a  'bear-mother'  or  the 
terrible  'vagina  dentata' 
figure  of  Siberian  and 
American-Indian  myth. 


complete  to  the  last  sea-lion  whisker  and  cormorant 
leather,  despite  being  collected  in  1810  and  1835.  They 
also  sent  one  of  the  rare  Aleut  masks  which  would 
originally  have  had  a  mysterious  visor.  They  are  ob- 
viously, as  one  might  imagine,  very  rich  in  Tlingit 
pieces,  many  collected  at  Sitka.  The  woven  spruce  root 
hat  and  the  ceremonial  mask-head  dresses  are  top  speci- 
mens of  known  type,  but  the  Shaman's  mask  is  unique, 
as  is  the  Shaman's  mask  with  long  strands  of  hair 
coming  out  of  the  pupils  of  the  eyes.  Two  war  helmets 
of  a  seal  and  a  bear  are  interesting  taken  along  with  the 
very  similar  human  head  war  helmets.  Despite  the  skin 
and  fur  on  the  animal  heads,  there  is  no  feeling  of  a 
difference  of  species,  only  slightly  different  features. 
The  rattle  is  a  fine  one  with  interesting  octopus  motifs. 
Besides  the  Museum  of  Anthropology  and  Ethno- 
graphy, Leningrad,  thirteen  European  museums  sent 
exhibits,  including  Ireland,  which  sent  a  most  interest- 
ing, very  well  documented,  Eskimo  fetish  or  toggle. 
The  Royal  Scottish  Museum  was  represented  by  a  fine 
old  sheep  horn  bowl,  a  spoon  and  a  wooden  dish  as 
well  as  a  marvellous,  very  old  Chief's  rattle  of  a  charm 
that  the  Shotridge  Collection  of  Philadelphia  also 
possesses.  The  Germans  are  very  anthropologically- 
minded  and  no  fewer  than  six  German  museums  sent 
rare  and  splendid  things,  including  three  items  from 
the  very  interesting  Deutchcs  Ledermuseum  of  Offen- 
back.  Six  pieces  sent  by  Finland  were  collected  by 
Arvid  Adolph  Etholen  of  Finland,  Rear-Admiral  in  the 
Imperial  Russian  Navy,  and  Administrator  of  Russian 
America.  The  real  meat  of  the  exhibition  came,  how- 
ever, from  the  National  Museum  of  Natural  History, 
Smithsonian  Institution,  Washington,  D.C.,  with  the 
Sheldon  Jackson  Museum  of  Sitka,  Alaska,  the  runner- 
up,  and  the  University  Museum,  University  of  Penn- 
sylvania, Philadelphia,  the  American  Museum  of  Nat- 
ural History,  New  York,  and  the  Peabody  Museum, 
Harvard  University  all  tying  for  third  place.  Several 
other  American  museums,  Rotterdam  and  Bern  also 
sent  pieces.  The  Museum  of  Man,  Ottawa,  sent  five 
pieces  from  its  own  great  collection. 

It  seems  the  archaeologist  can  speak  more  authorita- 
tively of  Alaska  than  of  the  rest  of  America.  The  peop- 
ling of  the  mainland  is  still  a  matter  of  speculation; 
passions  rise  impotently  over  matters  of 'diffusion'  and 
'independent  invention'.3  It  is  still  a  game  rather  than  a 
science,  so  one  must  admire  Harold  S.  Gladwin's  trump 
card  in  showing  us  how  Alexander  the  Great's  fleet 
sailed  from  the  Persian  Gulf  after  his  death,  collected 
many  peoples  on  the  way  before  reaching  America 
with  the  bearded  white  men  of  the  legends  of  the 
Toltec  and  Maya  and  of  the  peoples  of  Columbia  and 
Peru.4  But  archaeologists  know  a  great  deal  about  the 
people  who  came  to  Alaska  across  the  land-bridge 
from  Asia.  When  we  talk  of  a  'bridge'  we  are  enorm- 
ously underrating  the  situation  during  the  periods  of 
glaciation.  The  continents  were  in  fact  joined.  A  really 
large  land  mass  was  dried  out.5  People  from  Siberia 


and  as  far  as  northern  Japan  hunted  and  quite  uncon- 
sciously infiltrated  a  land  which  only  much  later  be- 
came distinct.  The  Far  North  exhibition  deals  with 
Alaska  of  the  last  two  thousand  years,  with  the  peoples 
who  have  inhabited  it,  and  with  the  four  peoples  who 
are  still  inhabiting  it  -  the  Eskimo  and  Aleut-Eskimo, 
the  Athabascan  and  Tlingit-Indian. 

Certainly  the  Eskimo  has  inhabited  the  area  around 
the  Bering  Sea  for  two  thousand  years  in  fairly  consid- 
erable numbers.  It  is  most  difficult  for  us  to  realise  that 
once  he  had  adapted  to  the  environment  the  Eskimo 
could  find  regular  food  and  life  support  in  the  fruitful 
and  abundant  northern  seas.  Village  sites  have  been 
continuously  occupied.  Because  generation  after  gen- 
eration built  their  houses  on  top  of  refuse  left  by  their 
forebears,  enormous  'middens'  have  grown  up.  They 
have  most  efficiently  preserved  everything  thrown 
away,  lost  or  unwanted,  in  their  frozen  depths.  What 
has  helped  the  archaeologists  and  anthropologists  even 
more  than  scientific  expertise,  is  the  Eskimos'  own 
living,  creative  invention.  Though  basic  motifs  con- 
tinued, the  art  styles  continually  developed  and  chang- 
ed so  that  they  can  be  individually  distinguished, 
through  Okvik,  Old  Bering  Sea,  Punuk  (with  its  off- 
shoots Birnik  and  Thule),  Protohistoric,  and  Modern. 

The  Okvik  ivory  figurines,  stylised,  armless,  often 
with  incised  lines  on  the  face  and  body,  continue  to  be 
found  and  the  two  illustrated  here  (Nos.  1  and  2)  were 
only  excavated  in  1970  and  1972.  It  is  good  to  see  they 
arc  staying  in  Alaskan  museums.  The  name  'Madonna' 
has  sometimes  been  applied  to  these  figures,  but  neither 
of  these  could  qualify  for  this  name,  as  the  sensitive  and 
sombre  one  (No.  1)  wearing  her  breasts  like  a  collar, 
seems  pregnant,  and  the  other  (No.  2),  is  a  very  un- 
usual figure  indeed.  That  she  should  have  legs  at  all  is 
strange  as  the  figures  usually  finish  in  a  flat  base,  but  it 
is  thought  that  hers  may  be  bear's  legs,  and  there  is  no 
doubt  at  all  that  her  feet  are  paws!  Is  she  a  represent- 
ative of  the  bear-mother,  or  is  she  the  terrible  and  fatal 
'vagina  dentata'  woman  of  Siberian  and  American 
Indian  myths?  Taking  her  breasts  to  represent  eyes  an- 
other face  becomes  visible,  and  the  various  incised 
lines  winch  represent  tattooing  no  doubt  confer  in 
some  way  the  magical  power  inherent  in  the  tattoo. 
Similar  incised  lines  give  magical  power  to  harpoon 
heads. 

Old  Bering  Sea  culture  produced  incised  harpoon 
heads  and  sockets  and  the  mysterious  winged  objects 
now  thought  to  be  a  harpoon  counter-balance  or  tail- 
piece. Punuk  produced  richly  patinated  turreted  ob- 
jects and  wristguards;  and  the  Protohistoric  and  Mod- 
ern periods  (Modern  here  means  up  to  the  time  of 
contact  with  the  'white  man')  the  superb  hunting  hats, 
ivory  harpoon  rests  (see  colour,  p.208),  arrow  straight- 
ener,  powder  flask  and  a  variety  of  other  exhibits.  The 
bow-drills  show  the  later  pictographic  style  -  rows  of 
caribou,  seal,  whales,  bears  etc.  -  showing  the  number 
of  animals  a  man  had  killed.  They  were  all  inventive, 
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pleasing  and  showed  a  mastery  of  whichever  medium 
they  cared  to  choose.  'Finish'  and  excellence  were  in- 
herent in  anything  they  made. 

The  carved  wooden  masks  made  by,  or  made  to 
order  for,  the  Shaman  represented  fantastic  spirit  crea- 
tures and  were  used  in  ceremonial  feasts.  They  had 
mobiles  long  before  Calder.  Their  variety  is  endless 
(No.  3).  It  took  the  surrealists  to  appreciate  these  masks 
-  fifteen  masks,  sold  in  a  moment  of  financial  desper- 
ation by  the  Museum  of  the  American  Indian  in  1943, 
were  bought  by  a  group  of  refugees  -  Andre  Breton, 
Max  Ernst,  Roberto  Matta,  Yves  Tanguy,  Kurt  Selig- 
mann,  Enrico  Donati. 

But  if  archaeologists  are  reasonably  happy  about  the 
gradual  and  attested  development  of  the  Eskimo  art  of 
the  Bering  Sea  area  there  is  always  Ipiutak  to  pose  some 
very  interesting  problems.  About  350  A.D.  a  large 
village  of  about  six  hundred  houses  was  occupied, 
seemingly  for  one  season  only,  near  Point  Hope,  the 
most  northerly  point  of  Alaska  nearest  Asia.  Although 
Soviet  archaeologists  have  round  evidence  of  the  class- 
ical Okvik  and  Old  Bering  Sea  cultures  in  North- 


4.  A  Shaman's  helpful 


spirit,  its  body  split 
wide  open,  sits  on  a 
beaver.  Dated  1881. 


3.  Tliis  torehead  mask, 
representing  a  gannet, 
fitted  just  behind  the 
neck  with  a  strong 
horizontal  bar  the 
wearer  would 
hold  in  his  teeth. 
The  head  is  movable 
and  inside  it  is  the 
bird's  secret  'spirit' 
face. 


cistern  Siberia,  nothing  has  been  found  similar  to 
Ipiutak.  However  there  arc  marked  similarities  in  ob- 
jects found  further  away  in  the  Iron  Age  culture  of 
North  Siberia  and  Europe,  and  the  animal  carvings  are 
very  similar  to  the  Scytho-Siberian  animal  style.6  Cha- 
ins and  open  work  spiral  objects,  in  iron  originally, 
which  the  Shaman  needed  to  hang  about  himself  were 
made  in  ivory  in  Ipiutak  with  great  ingenuity  and 
skill.7  The  burial  of  a  man  and  a  bird  (a  loon)  with 
ivory  and  jet  inset  eyes  is  also  unique  in  Northern 
Alaska,  and  the  burial  masks  of  flat  ivory  pieces  (see 
colour  pi.  1)  introduce  another  dimension  altogether. 
This  bears  a  striking  resemblance  to  masks  found  in  the 
tombs  of  the  Shang  Dynasty  of  Northern  China  at 
An-Yang.  First  discovered  in  1939,  Ipiutak  was  the 
most  startling  and  remarkable  of  all  Eskimo  excav- 
ations. 

There  are  many  indications  of  ties  between  Ipiutak, 
Southwest  Alaska,  and  the  Aleuts.  Yet  the  Aleuts, 
living  on  that  incredible  archipelago,  a  fragile  looking 
line  of  islands  stretching  nine  hundred  miles  westward 
from  the  Alaskan  mainland,  have  also  much  in  com- 
mon with  the  Bering  Sea  Eskimo.  It  is  thought  that  at 
some  point  contact  was  lost  and  they  went  their  own 
way.  Only  recently  it  has  been  established  that  their 
languages  are  in  fact  related,  and  they  are  thought  to 
have  'separated'  three  thousand  years  ago.  Aleuts  did 
not  decorate  their  artefacts  but  seemed  to  channel  their 
artistic  efforts  to  making  baskets,  weaving  and  to  wood 
carving.  The  fragmentary  masks  in  the  exhibition  have 
been  preserved  in  archaeological  deposits  and  are  quite 
unlike  any  other,  with  their  large  features  and  the 
spiral  motifs  which  we  again  find  in  their  painted 
version  of  the  hunting  hat,  lighter,  more  graceful  and 
more  colourful  than  the  Eskimo  counterpart.  Octopus 
designs  or  tattoos  (the  octopus  being  an  important 
shamanistic  fetish)  found  on  another  mask  are  repeated 
as  a  double  row  of  tentacles  on  a  very  powerful  copper 
mask  with  shell  eyes.  The  motif  crops  up  again  on  a 
rattle  winch  we  know  is  connected  with  shamanistic 
rites.  An  obsessive  involvement  with  the  Shaman  seems 
to  be  the  overriding  connecting  link  between  Ipiutak, 
Aleut  and  Tlingit  art. 

The  Athabascan  Indians  people  the  Alaskan  interior, 
and  of  course  spread  far  into  Canada.  I  find  it  difficult 
to  isolate  their  culture,  as  the  Ipiutak  and  Kuskokwin 
River  masks  have  great  affinities  with  the  Eskimo  masks 
and  the  buckskin  garments  and  beadwork  bags  seem 
very  similar  to  other  items  of  their  kind.  Only  the 
Moose-man  mask  stopped  me  short.  Similar  to  the 
fragmentary  Aleut  masks  but  much  more  benign,  he 
again  must  have  had  some  surrounding  visor  or  frame- 
work. In  metalwork  of  course  they  are  the  masters. 
Their  elegantly  simple  steel  knives  are  as  efficient  as 
they  are  beautiful.  It  is  interesting  that  their  southern 
relatives,  who  speak  the  same  language,  include  the 
Navaho,  also  metal  workers  of  no  mean  repute.  The 
feeling  that  tins  is  a  derivative  art  is  due  no  doubt  to 
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unfamiliarity  -  it  will  be  very  helpful  to  have  an  exhi- 
bition devoted  entirely  to  Athabascan  Art,  as  the  Royal 
Scottish  Museum  and  the  National  Museum  of  Man, 
Ottawa,  plan  for  August  1974,  in  Edinburgh. 

It  is  when  we  turn  to  the  Tlingit  that  we  most  regret 
the  arbitrary  political  boundaries  that  devide  Alaska 
from  Canada  and  therefore  isolate  the  Tlingit  and 
Haida  from  their  Canadian  neighbours.  The  move- 
ments of  caribou  or  salmon  make  nonsense  of  these 
dividing  lines.  (It  is  reassuring  to  see  that  research  and 
scholarship  also  seem  to  ignore  the  boundaries).  Tlingit, 
Haida,  Tsimshian,  Bella  Coola,  Kwakiutl,  Nootka  and 
Coast  Salish,  the  clans  of  the  area  from  Yakutat  Bay  to 
Northern  California,  share  a  more  or  less  unified  cul- 
ture. The  Alaskan  exhibition  can  include  only  Tlingit 
and  Haida.  However  in  1969  at  the  Musee  de  l'Homme 
in  Paris,  an  exhibition  Masterpieces  of  Indian  and  Eskimo 
Art  from  Canada,  a  joint  Canadian  and  French  venture, 
gave  us  a  chance  to  see  the  many  chefs  d'oeuvre  of  Indian 
art  from  the  Canadian  side.  Now  we  need  a  complete 
Pacific  Northwest  Coast  exhibition  on  neutral  ground. 

The  splendid  pieces  of  Tlingit  art  give  a  very  good 
idea  of  this  highly  developed  and  complex  culture. 
Since  these  'hunters'  of  the  rich  'harvest'  of  sea  and 
rivers  share  with  agricultural  peoples  regular  and  secure 
food  supplies,  they  can  reach  similar  high  standards  of 
life  and  culture.  The  Northwest  Coast  Indians  have 
many  other  environmental  advantages.  The  Japanese 
current  moderates  their  climate.  There  are  as  many 
types  of  conifers  to  provide  building  and  carving  mat- 
erial as  there  are  fish  in  the  sea.  They  lived  in  perman- 
ent villages  with  a  highly  evolved  and  complex  social 
hierarchy.  American  anthropologists  seem  to  pay  a 
great  deal  of  attention  to  the  problems  of  rank  and 
class  in  these  hierarchies.10  Anyone  who  has  enjoyed, 
or  suffered,  a  British  public  school  education  under- 
stands the  rigidity  and  elasticity  of  the  set-up  immedi- 
ately. 'House-order',  which  meant  precedence  and  pri- 
vilege, so  that  you  knew  exactly  where  to  sit  at  table 
and  who  went  through  doors  first,  who  could  use 
special  staircases  and  who  was  entitled  to  wear  special 
insignia  -  all  that  was  applicable  to  the  Northwest 
Clans,  and  could  be  carried  further.  In  the  same  context 
public  ridicule  was  the  recognised  way  of  dealing  with 
shameful  acts:  in  the  Northwest  Coast  this  sometimes 
ended  in  the  death  of  the  ridiculed  culprit.  There  are 
many  other  quite  illuminating  parallels. 

The  all-important  crests  and  names  were  inherited 
but  had  to  be  continually  reclaimed  and  reasserted  by 
ceremonies  -  potlatches.  The  crests  and  names  carried 
with  them  almost  incidentally  the  rights  of  fishing  and 
territory  and  the  wealth  that  they  implied.  Ceremonies 
were  also  held  to  express  gratitude  for  services  render- 
ed, for  example,  for  seeing  to  the  arrangements  for  a 
relative's  funeral.  This  had  to  be  undertaken  by  the 
'opposite'  clan  subdivision  -  if  an  'Eagle'  member  died 
then  a  'Raven'  member  must  arrange  the  burial,  but 
equally  the  'Eagle'  member  must  thank  the  'Raven'  by 
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5.  A  Shaman's  spirit 
mask,  with  an  animal 
crest  above  a  face,  and 
above  the  crest  an 
elongated  body  and 
another  face. 


6.  Tlingit  ceremonial 
mantle,  representing 
the  animal  crest  of  the 
wearer  in  typical 
symbolic  style. 


7.  The  frontal  panel  of 
a  storage  chest  for 
clan  treasures, 
portraying  a  totemic 
animal.  The  ears  (with 
an  eye  motif)  are  in 
the  upper  corners,  the 
paws  at  the  bottom. 
The  eyes  arc  treated  as 
faces.  Above  the  wide 
mouth  are  two  eyes 
and  the  figures  at  the 
edges  are  the  limbs 
of  the  animal. 


a  ceremonial  feast.  Tkere  were  also  face-saving  pot- 
latches,  which  covered  up  or  atoned  for  some  piece  of 
inept  behaviour  such  as  stumbling  at  an  important 
ceremonial  moment.  An  elaborate  series  of  ceremonies 
was  concerned  with  bringing  back  a  youth  who  hail 
been  with  a  supernatural  being,  a  protector,  all  winter. 

A  lot  of  these  were  'Happenings'  in  fact,  and,  as  in 
the  case  of  the  poor  Kwakiutl  girl  who  made  a  mistake 
in  a  ceremonial  dance,  could  be  improvised  into  high 
drama  and  tragedy.  She  seemed,  to  the  riveted  and 
horrified  bystanders,  to  be  carried  off  by  angry  men, 
put  in  a  boat,  taken  out  to  sea  and  drowned.  But  a 
substitution  has  been  cleverly  made.11  Sleight-of-hand 
and  elaborate  trickery  or  stage-effects  were  used  at 
these  gatherings,  and  the  stage-management  was  tho- 
rough. The  'Hamatsa'  cannibal  dancers  bit  people  dur- 
ing their  dances,  but  you  received  compensation  for 
having  had  a  bite  taken  out  of  you  and  it  was  always 
agreed  beforehand  who  was  to  be  bitten,  just  as  there 
was  always  an  official  taking  tally  for  compensation 
purposes  when  the  'Crazy  Men'  or  'Grizzly  Bears' 
went  round  breaking  dishes  or  making  destructive  mis- 
chief.12 Altogether  the  ceremonial  aspect  of  life  was 
carried  to  an  extraordinary  complexity,  much  of  it 
very  enjoyable,  interesting  and  time-consuming.  It's 
not  surprising  that  one  villager  near  Fort  Rupert  said 
wistfully  'We  sure  used  to  have  fun'.13 

Being  able  to  amass  and  then  at  a  potlatch  to  destroy 
evidences  of  wealth  such  as  slaves,  canoes,  blankets, 
coppers  (the  most  coveted  and  expensive  of  crest 
symbols)  was  a  way  of  proving  superiority  over  a  rival 
chief.  It  seems  that  it  was  only  after  the  cessation  of 
actual  warfare  that  the  potlatches  became  ridiculously 
aggressive  and  destructive  and,  I  would  think,  aggress- 
ive along  the  lines  in  which  they  saw  'the  white  man' 
being  aggressive.  A  statement  taken  in  1895  near  Fort 
Rupert  explained  the  new  attitude:  'The  white  man 
came  and  stopped  up  that  stream  of  blood  with  wealth. 
Now  we  arc  fighting  with  our  wealth'. 1 4 

It  is  obvious  that  for  these  ceremonies  extensive  stage 
props  were  needed:  masks,  costumes,  puppets;  for  the 
Shaman,  charms,  rattles,  masks,  soul-catchers;  for  the 
aristocracy  crest-hats  and  helmets,  blankets  and  chests 
to  keep  them  in;  for  the  potlatch  feast  itself  ladles  and 
spoons  and  bowls.  The  output  was  prolific  and  of  an 
amazingly  high  standard.  Their  art  was  as  interesting 
as  their  lives. 

It  is  a  flat  art  derived  from  painting  -  almost  stencil- 
ling, as  they  used  templates  for  popular  and  recurring 
designs.  On  skins  the  designs  were  actually  painted 
(No.  6).  On  a  wooden  chest  this  became  an  incised  art 
(No.  7),  but  they  were  still  painting  with  a  carver's 
knife,  and  exactly  the  same  flat  designs  were  put  011 
the  curved  surfaces  of  trees  or  bone  or  ivory.  The 
designs  used  were  stylised  animal  motifs.  A  whale  was 
reduced  to  a  spout  and  a  dorsal  fin.  As  this  was  conven- 
tional it  was  in  fact  a  kind  of  notation,  if  not  calli- 
graphy. Certainly  it  was  used  as  identification.  On  a 


chest,  tor  example,  there  would  be  the  crest  of  the 
owner  and  perhaps  the  story  of  how  the  crest  was 
obtained  and  what  people  could  lay  claim  to  it.  Yet  the 
very  old  pieces  such  as  the  canoe  prow  (see  colour 
pi.  2)  seem  to  have  a  real  sculptural  quality  so  it  may  be 
possible  that  this  descriptive,  symbolic,  calligraphic  art 
came  from  some  outside  source.  The  awakening  inter- 
est in  this  art  must  eventually  produce  more  inform- 
ation about  the  background  of  this  enormously  gifted 
people. 

Some  years  ago,  browsing  in  the  Library  of  Con- 
gress, I  found  my  way  to  Louis  Shotridgc's  illumin- 
ating articles  in  the  various  volumes  of  the  University  of 
Pennsylvania  Museum  Journal  from  1913-1929.15  He 
was  the  son  of  a  Tlingit  chief  and  the  grandson  of  a 
famous  Tlingit  noble.  He  collected  some  of  the  greatest 
treasures  of  the  Tlingit  for  the  University  of  Penn- 
sylvania and  wrote  about  them  in  a  poetic  and  moving 
way.  Later  I  found  my  way  to  the  University  of  Penn- 
sylvania Museum  and  saw  for  the  first  time  the  great 
pieces  he  had  collected,  including  what  I  regard  as  the 
supreme  masterpiece  of  Tlingit  art,  Shotridge's  own 
crest,  the  eagle  crest  (No.  8).  The  photograph  cannot 
convey  its  power  and  beauty  but  it  seems  to  me  the 
height  of  Tlingit  artistic  achievement  and  the  loveliest 
piece  in  the  whole  exhibition.  There  is  a  quality  about 
this  piece  and  the  whole  Shotridge  collection  which  is 
quite  outstanding.  We  cannot  be  grateful  enough  to 
him  for  collecting  these  objects  and  preserving  them. 
It  is  extraordinary  to  learn  from  Edmund  Carpenter's 
sympathetic  and  profound  Notes  at  the  end  of  the 
catalogue  that  'Shotridge  paid  for  this  with  his  life'. 

So  after  all  the  visual  delights  and  excitement  of  this 
great  Far  North  exhibition,  a  sense  of  sadness  and  loss 
sets  in,  as  one  ponders  the  choices  open  to  Shotridge 
and  to  his  people.  Today's  news  is  that  the  Alaskan 
pipeline  goes  ahead.  The  great  arctic  whales  have 
been  massacred  and  chopped  up  to  feed  overfed  little 
dogs  for  a  long  while  now.  If  anthropologists  describe 
the  potlatches  as  destructive,  paranoid  and  megaloman- 
iac, what  possible  psychiatric  term  will  they  find  to 
describe  our  generation's  cosmic  spending  spree? 
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8.  The  Eagle  Crest 
(ornament  from  the 
top  of  a  chief's  staff). 
Louis  Shotridge's 
ancestor  travelled  to 
Gitxala  in  British 
Columbia  to  establisl 
his  right  to  use  this 
crest. 
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THE  FLOWERING  OF 
AMERICAN  FOLK  ART 

It  took  over  a  year  and  the  talents  of  an  extra- 
ordinary group  of  people  to  produce  this  exhi- 
bition of  American  folk  art,  1 776-1 876,  which  can 
currently  be  seen  (through  September  15)  at  the 
M.  H.  de  Young  Memorial  Museum  in  San  Fran- 
cisco. It  was  under  the  auspices  of  the  Whitney 
Museum  of  American  Art  (New  York  City)  and 
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i.  Dower  chest,  Lancaster  County,  Pennsylvania, 
painted  w  ood,  C.  [780.  The  Metropolitan  Museum 
of  Art. 


with  the  sponsorship  of  Philip  Morris  Incorpor- 
ated that  the  show  w  as  mounted.  It  opened  at  the 
Whitney  and  then  travelled  to  the  Virginia 
Museum  of  Fine  Arts,  Richmond  before  its  final 
showing  in  California.  John  [.  H.  Baur,  Director 
of  the  Whitney  Museum  was  director  of  the 
exhibition  and  of  the  resultant  catalogue-book. 
However,  it  was  Jean  Lipman,  former  editor  of 
Art  in  America,  and  Alice  Winchester,  former 
editor  of  Antiques,  who  selected  and  organized 
the  objects  and  wrote  the  texts.  Both  of  these 
ladies  have  done  much  to  promote  the  field  of 
American  folk  art  in  their  editorial  careers  and 
each  watched  the  increasing  interest  and  aware- 
ness of  Americans  in  the  subject,  over  a  consider- 
able period. 

Certainly  this  was  the  largest  selection  in  this 
held  shown  to  date.  Divided  generally  into  pic- 
tures, sculpture,  decorations  and  furnishings, 
main  of  the  most  famous  objects  were  included. 
To  this  writer,  the  inclusion  of  so  many  'familiar 
faces'  was  one  ol  the  chief  draw-backs  of  the  show. 
I  low  ever,  this  simply  may  be  a  result  of  ovcr- 


3.  Firemen,  Pennsylvania,  painted  chalkware, 
c.  1870.  Mrs.  Wilbur  L.  Arthur. 

2.  ERASTUS  SALISBURY  FIELD. 

Joseph  Moore  and  His  Family,  oil  on  canvas,  1839. 
Museum  of  Fine  Arts,  Boston,  M.  and  M.  Karolik 
Collection. 


4.  Coast  of  California,  Sailor  named  'Coleman', 
chalk  on  board,  c.  1858.  Museum  of  Fine  Arts, 
Boston,  M.  and M.  Karolik  Collection. 

exposure  to  American  folk  art  in  the  past.  Cer- 
tainly the  crowds  and  waitinglines  at  the  New 
York  showing  should  testify  to  the  enormous 
popularity  which  this  subject  has  achieved. 

The  catalogue-book  bearing  the  same  name  as 
the  exhibition  (Viking  Press,  $19.95  hard  cover, 
$10  soft  cover)  contains  about  four  hundred  illus- 
trations, of  which  many  are  in  colour.  The  illus- 
trative material  is  sheer  delight  to  the  eye.  This, 
along  with  the  text,  provides  what  is  probably 
the  best  single  general  work  to  date  on  the  subject. 
However,  there  are  other  general  works  by  both 
Mrs.  Lipman  and  Miss  Winchester.  In  a  sense,  it  is 
too  bad  that  this  book  and  show  could  not  have 
served  a  more  philosophical  and  culture-oriented 
purpose.  So  much  still  remains  unsaid  about  the 


reasons  for  the  development  of  folk  art  in  America 
and  its  similarity  or,  indeed,  lack  of  similarity  to 
the  folk  traditions  of  the  cultures  from  which  it 
has  sprung.  Also,  it  is  a  well-known  fact  that  folk 
art  was  still  'flowering'  in  1900  and  indeed  con- 
tinues as  a  tradition  in  some  areas  today.  Obvious- 
ly, the  present  show  was  geared  to  fall  into  a  time 
span  which  would  enhance  our  present  preoccu- 
pation with  America's  forthcoming  Bicentennial 
year. 

One  of  the  truly  fascinating  sections  of  the  text 
deals  with  the  history  of  the  collecting  of  Ameri- 
can folk  art.  As  a  relatively  recent  phenomenon, 
which  was  originally  limited  to  a  few  wealthy 
collectors,  it  is  amazing  to  sec  how  it  has  caught 
the  public  fancy.  Indeed,  anyone  who  follows 

5.  Fireboard,  New  England,  oil  on  canvas  - 
mounted  on  wood  panel,  c.  1825.  New  York  State 
Historical  Association,  Cooperstown. 
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6.  Parlor,  Columbus,  New  York, 
stencilling  on  wood  sheathing,  c.  i  S25. 
Shelbutne  Museum,  Shelburrie,  Vermont. 

auction  records  or  visits  prominent  folk  art  deal- 
ers, is  aware  of  the  very  expensive  nature  of  these 
humble  objects.  One  is  also  aware  increasingly  of 
the  appeal  of  this  type  of  material  to  the  young 
and  to  those  of  modest  pockctbook.  The  one 
regret  of  this  writer  is  that  the  American  'unique- 
ness' of  this  material  is  too  often  stressed.  It  would 
be  good  to  see  a  much  greater  awareness  of  a  field 
such  as  Japanese  mingei  (folk  art)  in  comparison  to 
the  forms  of  folk  art  produced  here  and  even  its 
subject  matter.  There  arc  currently  several  Japan- 
ese objects  on  the  market  here  which  were  'Ameri- 
canized' after  reaching  these  shores. 

This  exhibition  is  sure  to  delight  anyone  who 
sees  it.  The  installation  at  the  Whitney,  designed 
by  Marcel  Breuer,  was  somewhat  confusing  and 
maze-like.  However,  the  material  speaks  for  itself 
and  its  directness  and  decorative  qualities  arc 
going  to  enchant  forthcoming  generations  as 
much  as  they  are  at  present. 

7.  Fircboard,  Connecticut, 

carved  and  polychromed  wood,  c.  1830. 
Howard  and  Jean  Lipman. 
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8.  Animal  Toys,  Pennsylvania,  carved  and 
painted  wood,  c.  1850.  Stewart  E.  Gregory. 


UUSSO-BYZANT1NE  ICONS 

The  Elvehjem  Art  ('enter  of  The  University  of 
Wisconsin  (Madison)  o\\  ns  a  collection  o!  t\\  ent\  - 
three  Russo-Byzantine  icons.  Examples  included 
date  from  the  sixteenth  through  nineteenth  cen- 
turies, as  well  as  a  sixteenth-century  triptych  once 
owned  by  Pope  Paul  III.  Twenty-one  of  the  icons 
were  collected  by  Joseph  E.  Da  vies  during  his 
ambassadorship  to  Russia  and  given  to  the  UW- 
Madison  in  1937-38.  Two  additional  icons  were 
donated  in  1962  by  Joseph  Bradley  of  Madison, 
who  received  a  doctorate  in  art  history  from  the 
U  W  in  1954. 

In  a  letter  to  UW  President  Clarence  A.  Dykstra 
dated  February  10,  1938,  Joseph  Davies  said, 
'These  icons  were  selected  by  the  most  notable 
experts  in  Russia  .  .  .  from  museum  pieces  and 
have  been  exhibited  in  the  Kremlin,  Tretyakof 
and  other  galleries  in  the  Soviet  Union.  I  think  it 


can  be  said  conservatively  that  it  is  probably  the 
most  distinctive  and  valuable  single  collection  of 
icons  outside  of  Russia'.  Today,  the  only  other 
major  collection  of  Russian  icons  outside  of 
Russia  is  in  the  Ikoncn-Museum  in  Reckling- 
hausen, West  Germany. 

In  1967,  while  the  icons  were  being  stored  prior 
to  the  opening  of  the  Elvehjem  Art  Center,  a 
careful  study  of  them  was  made  to  determine 
what  conservation  they  needed.  The  delicate  and 
costly  task  of  cleaning  and  repairing  the  icons  in 
order  to  preserve  them  was  carried  out  by  Messrs. 
Carroll  Wales  and  Constantine  Tsaousis,  wood- 
panel  conservationists  from  Boston,  and  was  re- 

9.  St.  George,  Bishop  o/Mytilene,  Russian  - 
Moscow  School,  tempera  on  wood,  late  16th 
century.  Elvehjem  Art  Center,  gift  of  Joseph  E. 
Davies. 


217 


1 1.  Christ's  I  )escent 


into  Hell,  Russian 
-  Moscow  School, 
tempera  on  wood, 
early  17th  century. 
Elvehjem  Art  Center, 
gift  of  Joseph  li.  Davies. 
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ccntly  completed  after  several  years'  work.  An 
important  publication  Icons  horn  the  Elvehjem  Art 
Center  by  George  Galavans  has  appeared  recently. 
Each  of  the  pieces  is  illustrated  and  important 
essays  deal  with  the  significance  of  icons,  their 
aesthetic  meaning  as  well  as  an  interesting  history 
of  the  formation  ot  the  collection. 
The  John  and  Mable  Ringling  Museum  of  Art  in 
Sarasota,  Florida  held  an  exhibition  which  traced 
the  development  and  continuity  of  religious  art 
in  the  United  States  from  the  early  20th  century 
until  today.  Organized  by  the  museum's  Curator 
of  Contemporary  Art,  Leslie  Judd  Ahlandcr,  the 
exhibition  contained  forty-six  works,  featuring 
the  work  ot'  sev  eral  artists  represented  in  a  new 
collection  of  contemporary  religious  art  recently 
acquired  and  put  on  display  by  the  Vatican  in 
Rome. 

Since  the  museum's  permanent  collection  is 
primarily  religious  in  character,  coupled  with  the 
resurgent  Vatican  interest  in  contemporary  art,  a 
challenge  emerged  inspiring  a  study  of  religious 
concern  in  20th-century  American  art.  Although 
impetus  was  given  to  the  exhibition  by  the  an- 
nouncement that  the  Vatican  had  once  again,  after 
a  lapse  of  over  two  hundred  years,  begun  to 
collect  the  religious  art  of  its  own  time,  a  need 
also  emerged  to  illustrate  that,  while  the  outward 
appearance  of  religious  art  may  have  undergone 
changes  through  the  epochs,  the  interest  of  artists 
in  the  spiritual  remained  unchanged. 

While  the  Vatican's  collection  is  international 
in  scope,  it  is  flavoured  with  an  impressive  Ameri- 
can influence.  Among  the  American  artists  in- 
cluded in  the  Ringling  exhibit,  with  works  of 
art  displayed  at  the  Vatican  as  well,  are  Leonard 
Baskin,  Jack  Levinc,  Fernando  Botero  and  Ben 
Shahn.  At  the  Vatican  opening  June  23,  1973, 
Pope  Paul  expressed  his  desire  to  supplement  the 
present  collection  with  additional  modern  works. 
The  statement  immediately  prompted  conjecture 
as  to  American  artists  worthy  of  inclusion  in  the 
Vatican's  future  contemporary  collection.  The 
Ringling  exhibit  attempts  to  offer  a  partial  insight 
into  that  speculation. 

Opening  with  a  simple  religious  canvas  painted 
by  Tanner  about  1903  (being  exhibited  for  the 
first  time  in  a  museum  setting),  the  exhibition 
continues  with  emphasis  on  Old  Testament  imag- 
ery in  the  work  of  Max  Weber,  Levine  and 
Hyman  Bloom.  Complementing  the  Old  Testa- 
ment interpretations  arc  paintings  by  William 
Pachner  and  Jan  Muller,  which  express  agonized 
pleas  for  a  common  humanity. 

With  the  exhibition's  development  abstract 
symbols  surface  in  prominence,  as  illustrated  by 
artists  like  Barnctt  Newman;  and  with  the  pure 
colour  statements  of  Leon  Berkowitz  and  Thco- 
doros  Stamos.  The  utilization  of  human  figures  as 
an  expressive  vehicle  is  represented  in  the  work  of 
Baskin  and  Rico  Lebrun  with  the  art  of  assem- 
blage shown  through  works  by  Tom  Silver  and 
Mary  Beth  Edclson. 

Finally,  following  the  introduction  of  Zen 
Buddhism  into  the  exhibit  by  the  works  of 
Morris  Graves,  Sheila  Eaton  Isham  and  Mark 
Tobcy,  the  mandala  emerges  as  a  spiritual  symbol 
in  the  art  forms  of  Hilary  Hyncs  and  Susan  Kelk 
Gervantcs. 

The  exhibition  can  be  viewed  as  an  antidote  to 
numerous  shows  stressing  the  technical  aspect  of 
art,  rather  than  the  artists'  source  of  inspiration, 
or  innate  religious  concern.  Carrying  on  an  old 
tradition,  the  Ringling  Museum  has  published  a 
fully-illustrated  catalogue  of  the  show. 


THE  DEGAS  BRONZES 

The  Dallas  Museum  of  Fine  Arts  (Texas)  held 
an  important  spring  exhibition  of  the  bronzes  of 
Edgar  Hilairc  Germain  1  k  g. is.  The  bronzes  were 
lent  to  the  Dallas  Museum  from  the  Metropolitan 
Museum  of  Art  and,  with  three  exceptions,  the 
collection  represents  the  entire  sculptural  output 
of  1  )egas  as  cast  in  bronze. 

Already  a  leader  in  the  Impressionist  move- 
ment, Degas  began  sculpting  in  the  mid  1870s  - 
around  the  age  of  forty.  In  his  work  we  find  a 
distillation  ot  19th-century  sculptural  attitudes 
and  a  major  step  toward  the  abstract  sculpture  of 


13.  EDGAR  DEGAS. 

Rearing  Horse,  bronze,  c.  1885. 
The  Metropolitan  Museum  of  Art 


14.  EDGAR  DEGAS. 

Grand  Arabesque,  Third  Time, 
bronze,  c.  1885. 
The  Metropolitan 
Museum  of  Art. 


15.  EDGAR  DEGAS. 

The  Tub,  bronze,  r.  1880. 
The  Metropolitan 
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the  20th  century.  His  spatial  concepts  were  so  far 
advanced  of  his  period  that  more  than  fifty  years 
had  to  pass  before  they  would  be  clearly  seen  and 
understood. 

It  is  estimated  that  Degas  produced  more  than 
one  hundred  and  fifty  pieces  of  sculpture  before 
his  death  in  19 17.  None  of  these  had  been  cast  in 
bronze  and  only  a  few  had  been  translated  from 
the  original  wax  or  clay  state  to  plaster.  Only 
seventy-four  sculptures  could  be  salvaged  from 
liis  estate.  These  were  cast  in  bronze  by  the 
Hebrard  Foundry  beginning  in  1919. 

The  seventy-one  sculptures  in  the  exhibition 
included  the  famous  little  fourteen-year-old 
dancer,  Petite  Danseuse  dc  qnatorze  ans,  which 
stunned  Paris  when  it  was  first  exhibited  in  1 88 1 
with  its  complete  departure  from  the  then 
accepted  sculptural  mode.  The  tensely  realistic 
figure  and  impertinent  face  caused  much  astonish- 
ment when  coupled  with  her  unexpected  dress  of 
real  tulle  and  slippers. 


GEORGES  LACOMBE  (1868-1916) 

Shepherd  Gallery  Associates,  21  East  84th  Street, 
New  York  City  are  currently  holding  the  first 
American  showing  (through  the  end  of  this 
month)  of  fifty  black  and  coloured  crayon  draw- 
ings, watercolours  and  pastels  from  the  estate  of 
the  French  painter  and  sculptor,  Georges  Lacombc. 

In  1886,  Lacombe  travelled  with  Paul  Gauguin 
to  the  Pont-Aven.  During  1893-94,  under  Gau- 
guin's influence,  Lacombe  began  sculpting  in 
wood,  and  in  1892,  he  became  a  part  of  the  Nabi 
Group  and  a  disciple  of  the  painter,  Scrusier. 
Beginning  in  1897,  Lacombe  was  exhibited  at  the 
Vollaxd  and  Durand-Ruel  Galleries  as  a  Nabi. 
The  drawings,  watercolours  and  pastels  encom- 
pass his  entire  range  of  work  and  style. 

16.  Georges  lacombe.  Brittany  Landscape , 
black  and  white  crayon  drawing,  1894. 
Shepherd  Gallery  Associates. 
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Sale 


Tooms 


I.  German  (?)  brass  handle  on  a  secretaire, 
depicting  Wellington  and  Blucher. 
£i8o($432).  Graves,  Son  and  Pilcher, 
May  14,  1974. 


2.  Constantin  Brancusi.  La  Muse  endortnie. 
Signed  1910-12.  1,150,000  francs  (£104,545, 
5250,908).  Paris,  Audap-Godeau-Solanet, 
March  21,  1974. 

3.  Paul  Cezanne.  Paysage  du  Midi.  1885-87. 
2,400,000  francs  (£218,182,  $523,637). 

Paris,  Audap-Godeau-Solanet,  March  21,  1974. 
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To  cover  the  whole  auction  scene,  however 
briefly,  in  a  few  words  is  quite  impossible  but  this 
month  we  shall  flit  far  and  wide  over  a  wide 
range  of  objects,  before  concentrating  next  month 
on  gold,  pure  and  unalloyed.  Let  us  start  with  a 
Portland  Vase.  On  April  22  in  a  Victorian 
Ceramics  sale,  Christie's  had  a  Northwood  copy 
of  the  Portland  Vase  by  Wedgwood.  John 
Northwood  was  a  glassmaker  who  in  1877  pro- 
duced a  cameo-glass  (its  original  body)  copy  of 
the  Barberini  or  Portland  Vase.  Since  the  end  of 
the  eighteenth  century,  no  Wedgwood  copies 
had  been  lapidary  polished  to  the  high  standards 
that  Josiah  I  had  insisted  on,  so  the  firm  asked 
Northwood  to  polish  an  edition.  Or  did  they? 
It  seems  more  than  likely  that  in  fact  the  com- 
mission came  from  W.  P.  &  G.  Phillips  of  Oxford 
Street  who  sold  the  vases.  Be  that  as  it  may, 
Northwood  was  asked  to  polish  thirty  and  is  said 
to  have  completed  only  fifteen  having  quoted 
eighteen  months  to  two  years  as  his  time  for 
polishing  each  vase.  He  signed  them  with  the 
initials  J.N.  Curiously  enough  at  the  moment  we 
do  not  know  who  potted  this  lot  of  vases  though 
I  hope  that  we  may  soon  find  out.  Now  for 
mystery  number  one.  The  most  familiar  copy  of 
the  Northwood  polished  vase  is  the  one  which 
Wedgwood  have  on  view  in  their  Regent  Street 


showrooms.  This  like  the  Barberini  Vase  and  the 
original  Wedgwood  editions  has  nude  figures: 
the  one  Christie's  sold  had  the  draped  figures 
which  Victorian  prudishness  imposed  on  the 
firm.  So  how  many  of  the  fifteen  were  draped  ; 
how  many  undraped?  And  were  the  undraped 
ones  old  stock,  in  which  case  they  could  con- 
ceivably go  back  to  the  original  edition  for  we 
know  that  of  the  forty-five  to  fifty  copies  of  the 
first  edition  made,  some  were  still  extant  in  the 
factory  in  181 5  or  so.  Christie's  described  the 
vase  as  being  'considerably  rarer'  than  the  original 
edition  which  is  numerically  true  no  doubt  but 
one  could  say  on  equal  terms  that  bubbled 
copies  of  the  first  edition  like  the  one  in  the 
reserve  collections  at  Manchester  are  even  rarer, 
for  even  an  eighteenth-century  potter  would 
normally  have  thrown  them  out  and  only  a  very 
few  (I  know  of  three),  can  have  survived.  Any- 
way this  Northwood  copy  made  £7,560 
($18,144)  which  makes  it  the  second  most  expen- 
sive Portland  Vase  on  record.  Until  Sotheby's  got 
£20,000  ($48,000)  for  first  edition,  the  previous 
record  for  an  original  edition,  also  at  Christie's, 
was  £3.045  ($7,308).  The  whole  question  of  the 
Portland  Vase  is  fraught  with  problems  and 
before  any  sort  of  attempt  can  be  made  to  solve 
them  a  census  of  known  copies  will  have  to  be 
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5-  Hieronymus  Hastner.  Trompe  l'oeil  of  a 
portion  of  studio  wall,  £5,200  (Si2,4So). 
Bonham's,  March  28,  1974. 


4.  Florentine  Master  unknown.  Madonna  and 
Child  Enthroned  with  Saints.  £1  5,000  ($36,000). 
Bonham's,  March  28,  1974. 


6.  A  cassettc-nccessairc  of  pistols  by 
Nicolas-Noel  Boutet.  251,000  francs 
(£22,818,  $54,763).  Paris,  Ader-Picard-Tajan, 
March  18,  1974. 

made,  formidable  though  the  task  sounds.  Mean- 
while if  any  reader  owns  or  knows  of  a  North- 
wood  polished  copy,  draped  or  undraped,  I 
should  be  infinitely  obliged  if  I  could  be  sent 
information  and  maybe  a  copy  of  a  photograph. 

Graves,  Son  &  Pilchcr  had  some  fun  at  their 
Brighton  sale  of  April  9.  This  included  a  collec- 
tion of  13,500  bookplates  formed  by  the  late 
Dr.  J.  S.  Pearson.  In  spite  of  the  fact  that  the  major 
part  of  his  collection  had  already  gone  to  Yale 
University  Library,  there  was  spirited  bidding 
and  the  lot  made  £950  ($2,280).  A  collection  of 
three  hundred  trade  cards  etc.,  also  from  his  estate, 
sold  for  £150  ($360),  which  can  only  be  described 
as  reasonable  by  London  standards.  The  same 
auctioneer's  May  sale  posed  another  fascinating 
question.  Included  in  it  was  a  much  'improved' 
secretaire.  The  walnut  body  was  not  bad,  and  the 
decoration  inside  was  quite  pleasant  and  in  good 
state.  But  what  had  once  been,  one  assumes, 
brass  columns,  had  been  replaced  with  some 
broomsticks  painted  black  and  wedged  in  with 
an  ingenious  system  of  chocks.  A  piece  indeed 
which  even  the  most  reputable  dealers  buy  for 
cannibalising,  a  sad  fate  which  has,  no  doubt, 
overtaken  it  by  now.  What  made  it  unusual  were 
two  handles  and  a  kcyplatc.  The  three  were  in 
stamped  brass  of  little  quality  and,  by  the  look  of 


them,  had  been  produced  in  some  quantity.  They 
bore  portrait  medallions  of  Wellington  and 
Blucher  separated  by  an  altar  bearing  the  words 
'Bell  Alliance'.  Since  Wellington  was  labelled 
'H.  V.  Wellington'  they  were  presumably  Ger- 
man in  origin.  But  so  far  as  diligent  enquiry  both 
by  the  auctioneers  and  by  many  interested  parties 
can  determine,  they  appear  to  be  absolutely  un- 
known to  either  collectors  of  furniture  or  of 
military  antiques.  The  piece  fetched  £180 
($432),  it  will  be  interesting  to  see  where  and 
on  what  these  handles  and  plate  re-appear. 

At  the  Palais  Gallicra  in  Paris  on  March  21, 
Audap-Godcau-Solanct  held  the  sort  of  sale  that 
all  auctioneers  dream  of  holding  in  that,  basically, 
it  consisted  of  two  lots.  The  first  was  Brancusi's 
La  Muse  endormie  of  1910-12,  a  superb  signed 
bronze  in  his  finest  manner  which  made  1,1 50,000 
francs  (£104,545,  $250,908).  The  other,  even 
more  spectacular,  was  a  Cezanne,  Paysage  du 
Midi,  which  fetched  2,400,000  francs  (£218,182, 
$523,637)- 

On  March  28  the  saga  of  the  Marshall  Collec- 
tion finally  came  to  an  end.  It  will  be  recalled  that 
Mr.  and  Mrs.  Fielding  Lewis  Marshall  originally 
placed  their  collection  in  the  hands  of  Sotheby's. 
A  catalogue  was  prepared  for  an  exhibition  of 
the  paintings  in  their  rooms  which  included  the 


7.  Cologne  Master.  The  Crucifixion. 

£13,500  ($3 1,400).  Bonham's,  March  2S,  1974. 


attributions  made  by  the  Marshalls  but  with  the 
proviso  that  these  might  not  necessarily  stand 
when  the  collection  came  up  for  sale.  The  owners 
withdrew  the  collection  and  placed  it  in  Bon- 
ham's. The  sale  realised  £291,130  ($698,832),  the 
highest  auction  total  in  the  history  of  the  firm. 
The  top  price  was  the  £15,000  ($36,000)  paid  for 
an  Italian  primitive,  a  Florentine  Madonna 
enthroned  with  saints  and  the  similar  sum  paid 
for  a  Bosch  The  Road  to  Calvary.  £14,500 
($34,800)  was  paid  for  a  nativity  by  Sano  di 
Pietro  and  £13,500  ($31,400)  for  a  crucifixion 
by  the  Cologne  Master.  Two  very  attractive  Jan 
Bruegcl  the  Elder  landscapes  went  for  £7,800 
($18,720)  the  pair,  small  paintings  on  copper  but 
of  high  quality.  A  trompe  l'oeil  of  the  wall  of  the 
painter's  studio  by  Hieronymus  Hastner  at 
£5,200  ($12,480)  was  one  of  the  most  interesting 
pictures. 

On  March  18  Ader-Picard-Tajan  sold  a  most 
superb  casscttc-nccessaire  of  pistols  and  their 
accoutrements  by  Nicolas-Noel  Boutet  which 
have,  so  it  seems,  always  been  known  as  Barras's 
Pistols  and  there  seems  to  be  some  substantial 
evidence  that  they  were.  Their  quality  and 
interest  were  outstanding  and  251,000  francs 
(£22,818,  $54,763)  seems  a  very  reasonable  price. 

In  the  same  auctioneer's  sale  of  March  26,  the 
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8.  A  Louis  XV  Chandelier  with  polychrome 
porcelain  flowers.  98,000  francs  (£8,909, 
$21,382).  Paris,  Ader-Picard-Tajan,  March  26, 
1974- 

9.  A  group  of  Delft  Shoes.  £3 1 5,  £399,  £210 
($756,  $958,  $504).  Christie's,  April  8,  1974. 


collection  of  Monsieur  X,  there  were  some 
beautiful  pieces  of  ormolu  and  porcelain.  The  top 
price,  128,000  francs  (£11,636,  $27,926)  was  for 
a  pair  of  wall-bracket  candle-holders,  the  second, 
98,000  francs  (£8,909,  $21,382)  for  a  Louis  XV 
chandelier  decorated  with  polychrome  porcelain 
flowers.  This  was  a  really  gorgeous  piece  and  it 
seems  a  pity  that  it  had  been  adapted  for  electri- 
city. 

On  April  8  Christie's  had  a  sale  of  continental 
and  Turkish  pottery.  The  top  price,  £10,500 
($25,200)  was  paid  for  a  polychrome  Dutch  delft 
pumpkin  tureen,  cover  and  leaf  stand.  An  extra- 
ordinary delft  blue  and  white  tulip  vase  with  nine 
nozzles  arranged  as  cannon  barrels  around  Wil- 
liam III  and  with  various  triumphs  and  trophies 
about  it,  sold  for  £995  ($2,388).  A  beautiful  pair 
of  double  gourd  vases  decorated  in  the  oriental 
style  seemed  reasonable  at  £1,732.50  ($4,158). 
Delft  shoes  which  once  seemed  common,  ob- 
viously are  not  any  more.  Two  single  poly- 
chrome ones  made  £315  ($756)  and  £210  ($504) 
respectively  and  a  pair  £399  ($958).  Appropriate- 
ly enough  the  name  of  one  buyer  was  'Sabot'. 
The  French  faience  seemed  to  go  very  cheaply, 
only  a  Niderville  tureen  making  a  real  price, 
£399  ($958).  The  Turkish  pieces  again  did  not 
seem  to  reach  the  levels  one  would  expect, 


10.  A  Dutch  delft  blue  and  white  Tulip  Vase. 
£995  ($2,388).  Christie's,  April  8,  1974. 


nothing  making  over  £750  ($1,800). 

The  April  23  and  24  sale  in  Brussels  of  the 
Services  des  Ventes  Publiqucs  again  gave  some 
useful  pointers  on  recent  Belgian  artists'  values  in 
their  own  country.  A  most  untypical  looking 
Ensor  seascape  made  220,000  Belgian  francs 
(£1,340,  $3,216),  and  two  paintings  by  Pierre 
Paulus,  both  strong  harbour  scenes,  one  with  two 
female  figures,  the  other  purely  industrial,  made 
140,000  (£1,485,  $3,564)  and  120,000  (£1,276, 
$3,062)  respectively.  A  Verheyden  of  a  harvest 
field  was  110,000  (£1,170,  $2,808).  To  my  sur- 
prise two  bronzes  of  horses  and  horsemen  by 
Aaccpe  made  100,000  francs  (£1,064,  $2,5  54) 
each.  I  had  never  thought  him  a  name  to  conjure 
with.  Again  a  pair  of  ormolu  wall-brackets  made 
a  high  price,  180,000  (£1,872,  $4,493).  An 
eighteenth-century  commode  richly  decorated 
with  ormolu  and  made  in  Liege  sold  for  210,000 
francs (£2,234,  $$,362). 

Animalier  bronzes  were  doing  all  right  in 
Godalming,  Surrey,  as  well,  Messenger,  May 
Baverstock  sold  a  P.  J.  Mcne,  The  Accolade,  for 
£1,350  ($3,240)  in  their  March  28/29  sale.  It's 
always  difficult  to  tell  when  you  weren't  there  to 
see  the  lots,  but  there  seem  to  have  been  a  bargain 
or  two  in  this  sale.  A  seventeen  inch  Galle  vase 
depicting  a  richly  wooded  landscape  doesn't  seem 


1 1.  A  brass  lantern  clock  by  John  Crucefix. 
£820  ($1,968).  Phillips,  March  12,  1974. 

12.  An  Empire  gueridon  with  porphyry  top. 
£1,300  ($3,120).  Phillips,  April  2,  1974. 


dear  at  £74  ($178)  and  a  nineteenth-century 
German  wood  automaton,  The  Whistling  Man, 
with  the  gentleman  leaning  against  a  lamp-post 
whistling  away  like  a  canary  seems  extraordinari- 
ly cheap  at  £42  ($101)  compared  with  Belgravia 
and  King  Street. 

One  of  the  nicest  catalogue  comments  I  have 
seen  for  some  time  is  in  the  April  30  catalogue  of 
Boardman's.  They  have  three  lots  of  paintings  by 
that  most  delightfully  named  of  East  Anglian 
painters,  The  Rev.  Perry  Nursery  of  Burlingham. 
They  quote  Col.  W.  H.  Grant  as  saying  in  his 
Old  English  Landscape  Painters,  'his  work  reminds 
us  most  of  all  of  summer  in  Suff  olk,  the  sweetest 
time  and  the  sweetest  landscape  of  these  isles'. 

In  these  last  few  weeks  Phillips  have  been  pro- 
liferating again,  so  let  us  finish  with  a  couple  of 
odd  pieces  of  theirs.  On  March  12  they  sold  a 
brass  lantern  clock  by  the  alarmingly  named 
John  Crucefix  for  £820  ($1,968).  On  April  2 
they  sold  for  what  seems  a  low  price  an  Empire 
gueridon  with  a  porphyry  top  banded  with  metal 
on  a  triangular  cupboard  base  for  £1,300  ($3,120). 
Next  month  we  are  all  gold,  so  that  will  be  the 
time  for  the  wonders  of  the  Pcyrefitte  sale  and 
Christie's  in  Geneva. 

Gi  v  Manners 
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Europe 


Gerald  Schurr 


Essen 

MEXICAN  ART 

At  the  Villa  Hiigcl  until  August  1 8  there  is  a 
panorama  of  Mexican  art  from  its  origins  to  the 
present  day.  It  is  a  huge  comprehensive  survey 
from  which  it  can  be  seen  how  surprisingly  faith- 
ful this  art  has  remained  to  the  traditions  of  the 
race  despite  the  social  and  religious  upheavals 
caused  by  European  conquerors  at  the  beginning 
of  the  sixteenth  century.  Lent  by  the  principal 
museums  of  Mexico  and  Germany  and  by  the 
British  Museum,  the  sculptures,  terracottas, 
paintings  and  objects  of  art  covering  more  than 
thirty  centuries  illustrate  the  main  currents  of  an 
American  civilization  of  exceptional  interest.  At 
present  there  are  more  than  eleven  thousand 
archaeological  sites.  The  valley  of  Mexico  con- 
tains the  most  ancient  sources  of  prc-classical 
civilization,  followed  by  the  Olmecs  who  in- 
vented a  system  of  arithmetic,  a  calendar  and 
hieroglyphic  writing.  The  classical  period  begins 
around  the  Christian  era  and  ends  in  1 52 1  with 
the  arrival  of  the  Spaniards.  The  sober,  severe 
and  very  individual  art  of  Teotihuacan,  the 
painted  ceramics  of  the  Zapothccs,  the  pictur- 
esque jewellery  of  the  Mixtecs,  the  realistic  figur- 
ines of  the  Huaxtecs,  the  domestic  sculptures  of 
the  Mayas  and  the  more  austere  ones  of  the 
Aztecs  precede  the  baroque  outburst  of  the 
colonial  period.  Finally  the  exhibition  emphasizes 
the  contribution  of  painters  such  as  Siquciros, 
Rivera  or  Orozco  to  the  revival  of  wall-painting. 


Cologne 

CERAMICS  AND  PAINTINGS  BY  LEI1SL 
During  the  last  thirty  years  of  the  nineteenth 
century  ceramics  played  an  important  role  in 
French  art.  In  spite  of  the  charge  by  Paul  Morand 
('Inventions  by  artists  obsessed  by  an  unfortunate 
passion  for  the  symbol  and  the  poem'),  forms 
were  to  reflect  the  mannerism  of  the  Belle 
Epoque  and  to  bear  sumptuous  decoration. 
Refinements  followed,  the  outcome  of  the  re- 
discovery of  past  centuries  (the  Renaissance  in 
particular)  and  of  a  new  interest  in  works  from 
Japan  and  the  Near  East,  aided  by  bold  techni- 
ques. The  exhibition  at  the  Kunstgcwerbe 
museum  (until  July  28)  stresses  this  fantasy  and 
freedom  of  style,  unprecedented  in  the  history  of 
the  art  of  the  potter. 

Until  July  14  the  Wallraf-Richardtz  Museum 
is  mounting  a  large  retrospective  exhibition  of 
Wilhelm  Leibl  (1844-1900).  He  was  born  in 
Cologne  and  in  Paris  knew  Courbet  who  in- 
fluenced him  for  a  short  while.  He  then  estab- 
lished a  studio  in  Munich  which  was  the  centre  of 
the  revolutionary  movements  which  were  a  fea- 
ture of  German  art  of  the  1920s,  in  particular  the 
excesses  of  Expressionism. 


1.  Terracotta.  Mexico,  seventh  to  eighth  century. 
I'illa  Hiigel,  Essen. 


2.  Granite  mask.  Height  26  cm 
Mexico,  Teotihuacan. 
Villa  Hiigcl,  Essen. 


Bordeaux 

THE  BIRTH  OF  IMPRESSIONISM 
Bordeaux  has  quite  logically  devoted  its  great 
annual  exhibition  (Galerie  des  Beaux-Arts  until 
September  1)  to  the  Impressionist  painters 
whose  first  exhibition  was  held  exactly  a  century 
ago.  This  is  the  historical  side  of  the  exhibition  to 
be  held  in  Paris  in  the  autumn.  Naissance  de 
Vltnpressionisme  throws  new  light  on  the  often 
distant  origins  of  the  movement  started  by 
Claude  Monet.  Even  in  the  eighteenth  century 
the  daring  touch  of  Fragonard  and  Greuze  seem 
to  anticipate  the  play  of  light  of  Sisley  or  Renoir  - 
and  it  is  well  known  that  Bonington,  Constable 
and  Turner  were  already  adopting  unconsciously 
Impressionist  ideas.  In  Delacroix  there  is  the  same 
regard  for  lighting,  reflections  and  comple- 
mentary colours  which  was  later  to  be  the  guid- 
ing principle  of  Monet  and  his  friends.  Corot, 
Courbet  and  the  entire  band  of  Barbizon  painters 
grouped  around  Theadore  Rousseau  and  Charles 
Daubigny  set  up  their  easels  on  the  site,  in  the 
open  air,  which  was  at  that  time  a  complete  break 
with  studio  traditions.  The  canvases  on  view  here 
of  the  great  Masters  are,  for  the  most  part,  of  an 
earlier  date  than  the  accepted  one  of  1874  and  are 
placed  in  contrast  to  those  of  their  followers  such 
as  Guillaumin  or  Lebourg.  There  are  many  loans 
from  French  and  foreign  museums  which  contri- 
bute to  the  success  of  this  most  praiseworthy 
exhibition. 


3.  Edouaru  Manet,  he  Dassin  d'Aradwn. 
Exhibition  oj  Impressionists,  Bordeaux. 
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5.  Andreenko.  Composition. 


4.  Chauvin(i776-i832).  Landscape. 
32  X  40  cm. 
Neo-classical  painting. 
Galerie  Dubaut-Bellonte. 


Paris 

Neo-classical  landscape  in  France  as  portrayed  by 
David  and  his  pupils  (on  view  at  the  Galerie 
Dubaut-Bellonte,  6  rue  de  Seine)  covers  three 
generations  of  artists  from  1790  to  1855  whose 
aim  was  to  paint  an  exquisitely  poetic  and 
idealized  nature.  It  is  a  sensitive  display,  from  the 
stylized  works  of  Valenciennes  to  the  carefully 
contrived  atmosphere  of  Ravier,  including  Corot 
and  his  'romantic  classicism'. 

Galerie  22  (22  rue  Bonaparte)  is  offering  a 
tribute  to  the  Russian  Andreenko  until  July  20. 
This  artists  arrived  in  Paris  in  1924  at  the  age  of 
thirty-six  and  contributed  a  certain  abstract  form 
which  was  a  mixture  of  constructivist  Cubism 
and  a  surrealism  full  of  vigour  and  humour. 

Galerie  Gaubert  (27  rue  Guenegaud)  is  show- 
ing, until  July  12,  fifty  wash  drawings  and  others, 
most  of  them  unpublished,  by  the  Austrian 
Alfred  Kubin  (1877-1959),  a  painter  of  weird 
fantasy,  a  poet  whose  visions  recall  Goya. 

The  French  Provinces 

During  this  holiday  period  the  provincial 
museums  are  mounting  a  great  number  of 
exhibitions.  In  central  France,  at  Dijon,  until  July 
30  are  the  sculptures  of  the  Italian  Giacomo 
Manzu  (aged  66)  who  became  famous  when  he 
was  commissioned  in  1949  to  execute  a  bronze 
door  at  St.  Peter's  in  Rome  and,  six  years  later, 
the  central  portal  for  Salzburg  cathedral:  a 
majestic  style  with  long  hieratic  figures  recalling 
the  great  statues  of  the  Quattrocento.  The  museum 
at  Puy  has  on  display  religious  paintings  by  a 
disciple  of  the  realism  of  Caravaggio,  Guy 
Francois  (1578-1650). 

The  Musee  Municipal  at  Angoulcme  is  re- 
creating until  July  30,  by  using  objects  and  paint- 
ings, the  opulence  of  the  Belle  Epoque. 

In  the  south  the  Musee  Ingres  at  Montauban  is 
showing  the  works  of  the  sculptor  Bourdelle  and 
his  most  famous  pupils  -  Germaine  Richier, 
Giacometti  and  Hajdu,  until  August  30. 

Until  September  1st  the  Musee  Goya  at 
Castres  has  the  bright  canvases  of  the  Spaniard 
Mario  Fortuny  (183 8-1 874)  and  those  of  his 
friends  Horace  Vernet,  Regnault  and  Meissonier. 

The  Musee  Picasso  at  Antibes  is  devoted  to  the 
calligraphic  compositions  of  Georges  Mathieu; 
the  Pavilion  de  Vendome  at  Aix-en-Provence  is 
exhibiting  throughout  the  summer  under  the 
title  Les  Impressionisles  en  noir  et  blanc  drawings 
and  engravings  signed  by  Degas,  Cezanne, 
Renoir,  Sisley  and  Mary  Cassatt. 

The  Musee  Cantini  at  Marseilles  is  showing 
until  September  30  a  selection  of  drawings  and 
sculptures  by  Henri  Matisse  and,  lastly,  the 
Musee  de  l'Annonciade  at  Saint-Tropez  is  cele- 
brating the  ninetieth  birthday  of  Dunoyer  de 
Segonzac  by  showing  a  selection  of  his  water- 
colours  in  a  singularly  delicate  and  flowing  style, 
signed  between  1922  and  1925. 
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Books 


NORVAI.  MORRISEAU. 

Indian  Style  Jesus  Christ, 
1972. 

The  arts  and  crafts  of 
the  Canadian  Indian 
and  the-  Eskimo  are 
now,  at  last, 
beginning  to  be 
recognised  for  their 
beauty  and 
craftsmanship  -  as  is 
shown  in  June  Bedford's 
article  on 

Alaskan  primitive  art 
(page  208)  in  this 
issue.  Norval 
Mornseau's  painting 
portrays,  the  charm 
and  execution  of  their 
work  that  is  still  very 
much  alive.  The 
illustration  is  taken  from 
Canadian  Native  Art, 
Arts  and  Crafts  of 
Canadian  Indians 
and  Eskimos,  by 
Nancy-Lou  Patterson 
(180  pages,  55 
illustrations,  [5  colour 
plates  and  1  map. 
London  and  Ontario: 
Collicr-Macmillan, 
£3.75;  $12.50). 


Hellenistic  Art  330-50  bc 

By  J.  Charbonneaux,  R.  Martin  and  F.  I  'illard 

Translated  by  Peter  Green 

The  Arts  of  Mankind  Series, 

421  pages,  313  illustrations, 

76  colour  plates  and  32  plans 

London:  Thames  and  Hudson 

Hellenistic  Art  is  produced  to  the  pattern  of  the 
other  books  in  the  series  The  Arts  of  Mankind. 
Therefore,  it  contains  three  essays,  on  painting, 
sculpture,  and  architecture,  many  photographs, 
and  a  mass  of  subsidiary  information. 

The  individual  essays  arc  written  with  greater 
clarity  than  in  the  volume  immediately  preceding 
this  one,  but  the  section  on  architecture  again  fails 
to  bc  satisfactory.  It  would  seem  from  the  rest  of 
the  book,  particularly  the  impressive  biblio- 
graphy, that  the  reader  is  not  expected  to  ap- 
proach the  subject  with  much  foreknowledge. 
Yet,  this  essay  is  written  in  so  dense  a  style  and 
lacks  cohesive  pattern  to  such  an  extent,  that  it  may 
prove  too  much  for  such  a  reader.  In  this  book, 
the  third  section,  that  concerned  with  sculpture, 
is  written  with  admirable  lucidity,  and  ought  to 
have  provided  a  model.  Here,  the  trends  that 
predominated  in  the  development  of  that  art 
have  been  isolated,  and  illustrated  by  well-chosen 
examples.  Furthermore,  the  introduction  of 
sparse,  but  invariably  telling,  historical  informa- 
tion, adds  a  depth  to  the  essay,  which  is 
enhanced  by  being  well-written.  The  effect  of 
Reading  it  ought  to  develop  a  curiosity  to 
know  about  the  subject  in  greater  detail,  which  is 
presumably  where  the  ample  bibliography  comes 
in.  But  the  general  impression  is  that  the  authors 
have  been  unsure  of  the  exact  nature  of  what  they 
were  asked  to  provide;  an  impression  particularly 
strong  in  the  middle  section,  which  is  concerned 
with  the  development  of  painting. 

There  is  a  possibility  that  the  text  is  only  of 
subsidiary  importance  in  the  production  of  this 
book.  As  with  the  other  volumes  in  the  series,  the 
most  noticeable  feature  is  the  number  of  illustra- 
tions, many  of  which  are  of  outstanding  quality. 
There  are  several  photographs  of  entire  sites, 
which  is  useful  in  that  it  helps  to  know  what  a 
building  looked  like,  as  well  as  the  details  that 
adorned  it.  Plates  which  deserve  special  mention 
are  those  dealing  with  the  sculpture  from  the 
Altar  at  Pergamum.  All  we  might  have  wished 
for  to  make  this  one  of  the  finest  examples  of 
book  production  would  have  been  more  fre- 
quent direct  numerical  reference  to  the  said 
plates  in  the  text.  Otherwise  it  is  hard  to  fault.  In 
the  end,  though,  it  is  difficult  to  guess  who  will 
buy  it,  for  in  the  present  economic  situation  we 
may  begin  to  see  the  coffee  table  put  to  a  more 
practical  use. 

M.  ROSENTHAL 


Sir  William  Allan,  RA., 

second  President  of  the  Royal  Scottish  Academy  of  Fine  Arts,  1782-1850. 

In  1973  the  National  Portrait  Gallery  acquired  a  collection  of  Victorian 

photographs,  discovered  after  one  hundred  and  twenty-tour  years  in 

the  vaults  of  the  Royal  Academy.  The  pictures,  some  of  the  earliest 

ever  taken,  arc  the  work  of  two  Scotsmen  -  David  Octavius  Hill  and 

Robert  Adamson.  The  illustration  is  from  Colin  Ford  and 

Dr.  Roy  Strong's  An  Early  Victorian  Album,  The  Hill  Adamson 

Collection  (3  50  pages  and  numerous  illustrations. 

London:  Jonathan  Cape,  £6.50).  An  article  on  Sir  William  Allan 

appeared  in  The  Connoisseur,  June  1974. 


Schiele  in  Prison 

By  Alessaiidra  Cpntini 

47  illustrations  and  1 1  colour 

London:  Thames  and  Hudson 

£400 

When  Egon  Schiele  was  about  ten  years  old,  his 
father,  Adolf,  punished  him  by  burning  his  draw- 
ings. When  Egon  was  14,  Adolf  died  insane.  The 
young  artist  soon  entered  into  a  passionate 
relationship  with  his  sister,  Gertrude.  His  work 
developed  precociously.  Initially,  he  was  in- 
fluenced by  the  fashionable,  Viennese  Art  Nou- 
veau  of  Klimt  and  his  followers,  but  by  the  time 
he  was  20,  he  had  abandoned  their  bejewelled 
slickness  in  favour  of  an  analytical  expressionism. 
Many  of  his  works  were  portraits,  self-portraits, 
and  figure  studies,  often  painted  with  a  penetrat- 
ing psycho-sexual  honesty.  Interestingly,  just  as 
Schick's  formal  art  education  began  in  Vienna, 
Freud  published  his  'Three  Essays  on  the  Theory 
of  Sexuality'  there.  It  was  the  first  presentation 
of  the  theory  of  infantile  sexuality.  In  very 
different  fields,  and  in  very  different  ways,  the 
two  men  were  making  parallel  discoveries.  As 
Schiele  wrote  in  his  diary.  'Have  adults  forgotten 
how  .  .  .  incited  and  aroused  by  the  sex  impulse 
they  themselves  were  as  children?  Have  they 
forgotten  how  the  frightful  passion  burned  and 
tortured  them  while  they  were  still  children?  I 
have  not  forgotten,  for  I  suffered  terribly  under  it'. 

In  191 1,  Schiele  deserted  Vienna,  going  first  to 
Krumau  in  Bohemia,  his  mother's  home  town. 
His  behaviour  and  appearance  created  such  a 
scandal  that  he  was  soon  obliged  to  leave.  He 
went  instead  to  the  quiet  village  of  Neulengbach, 
taking  with  him  Vally,  his  model  and  mistress. 
He  had  often  been  warned  by  friends  to  behave 
more  discreetly;  it  was  not  long  before  he  had 
once  again  outraged  provincial  sensibilities.  On 
April  13,  1912,  he  was  arrested,  charged  with 
immorality  and  the  corruption  of  minors,  and 
committed  to  prison  for  twenty-four  days  pend- 
ing his  trial.  In  court,  the  judge  publicly  set  fire  to 
one  of  his  erotic  drawings  -  the  whole  affair  con- 
stituted a  traumatic  repetition  of  his  infantile 
experience,  and  it  profoundly  affected  his  life 
and  work. 

Comini's  book  is  a  detailed  study  of  the  twenty- 
four  days  in  a  provincial  gaol.  At  first,  Schiele  had 
no  materials.  Fearing  madness,  he  drew  with  his 
spittle  on  the  walls.  Thereafter,  he  was  provided 
with  paints  and  paper,  and  kept  both  a  visual  and 
a  written  record  of  his  imprisonment.  The  paint- 
ings and  drawings  combine  the  closest  observa- 
tion with  projections  of  his  own  tortured  con- 
sciousness: they  are  filled  with  references  to 
works  by  Van  Gogh,  with  whom  he  identified. 
The  version  of  the  written  diary  included  in  this 
volume  is  that  edited  by  Arthur  Roessler,  the 
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radical  art  critic  with  whom  Schick  had  an  in- 
tense, though  ambivalent  relationship.  As  Comini 
points  out,  there  are  indications  that  Roessler  may 
have  made  some  subtle  alterations  to  the  text. 

Prison  was  a  pivotal  experience  in  Schick's 
short  life:  he  died  in  1918  aged  twenty-eight,  a 
victim  of  the  influenza  epidemic  which  swept 
through  Vienna  following  the  First  World  War. 
Comini  visited  the  Neukngbach  gaol  and 
successfully  identified  the  cell  in  which  the  artist 
was  confined.  She  is  thus  able  to  provide  thor- 
ough documentation  of  an  imprisonment  whose 
effects  were  manifest  in  all  but  the  most  formal 
portraits  which  Schick  subsequently  produced. 
However,  in  her  commentary,  Comini  fails  to 
offer  any  real  analysis  of  her  evidence.  It  appears 
that  Schick  himself  was  largely  responsible  for 
the  events  that  overtook  him  -  that  he,  in  a  sense, 
contrived  them  in  order  to  repeat  his  childhood 
situation.  Part  of  himself  was  still  seeking  the 
punishment  which  his  father  had  meted  out  for 
his  infantile  sexual  and  artistic  explorations.  Only 
by  such  an  interpretation  can  we  explain  the 
intensity  of  suffering  w:hich  he  injected  into  a 
situation  which,  had  he  behaved  with  greater 
discretion,  he  might  have  avoided.  He  ends  his 
diary  with  the  words,  'Anyone  who  has  not 
suffered  as  I  have  -  how  ashamed  he  will  have  to 
feel  before  me  from  now  on!'  Schick's  real  suffer- 
ing derived  from  the  intensity  of  his  experience 
of  sexuality  and  the  prohibitions  against  it  within 
the  nuclear  family.  All  this  was  reproduced  within 
the  Neukngbach  affair.  Perhaps  the  only  detail 
which  he  could  not  have  forsecn  was  that  the 
judge,  like  his  father,  would  punish  him  by  burn- 
ing his  work.  It  was  this  which  put  the  seal  of 
significance  on  the  unhappy  events  for  him. 

PETER  FULLER 


Amulets 

By  Sir  W.  M.  Flinders  Petric 
58  pages  text, 

numerous  illustrations  and  line  drawings, 
1  colour  plate 
Warminster,  Wiltshire: 

ARIS  AND  PHILLIPS 

£6.50 

It  is  indeed  a  joy  to  Egyptologists  to  have  a  re- 
publication of  Sir  William  Flinders  Petrie's 
authoritative  work  on  the  fascinating  subject  of 
amulets. 

According  to  the  Oxford  English  Dictionary 
the  word  'amulet'  derives  from  'amuktare' 
(Pliny)  which  is  of  unknown  origin.  The  meaning 
given  is  anything  worn  as  a  charm  against  evil; 
also  a  medicine  whose  mode  of  operation  is 
occult. 

228 


The  great  archaeologist,  whose  early  scientific 
methods  of  excavation  gave  British  archaeology 
a  considerable  lead,  even  in  the  light  of  modern 
discovery  and  methods,  is  still  regarded  as  one  of 
the  most  outstanding  figures  ever  to  have  worked 
in  the  Egyptian  field.  Much  of  his  famous  col- 
lection was  bought  by  him;  and  catalogued,  not 
only  from  intense  research  and  constant  handling 
of  Egyptian  material,  but  from  an  almost  uncanny 
'flair'  for  recognition.  This  method  was,  of 
necessity,  fallible;  but  the  result,  in  the  light  of 
modern  knowledge,  was  far  more  often  correct 
than  otherwise.  He  was,  of  course,  helped  by 
papyri,  and  other  Egyptian  sources  of  informa- 
tion, such  as  tomb  inscriptions  and  texts;  but 
even  today  -  as  is  pointed  out  by  Geoffrey 
Martin  in  his  introduction  -  Petrie's  catalogues 
still  remain  fundamental  works  of  reference. 

The  clear,  concise  descriptions,  written  in 
scholarly  English,  make  very  pleasant  reading. 

Chapter  1,  'The  Principles  of  Amulets',  should 
be  of  interest  not  only  to  scholars,  but  to  anyone 
interested  in  'lucky  charms'.  The  employment  of 
inanimate  objects  as  a  protection  against  evil;  as 
well  as  charms  to  help  with  problems;  the 
'doctrine  of  similars';  and  'sympathetic  magic';  is 
as  old  as  time,  and  is  still  widely  practised  in  many 
lands  today.  For  example,  fishing  boats  in  Malaya 
are  painted  with  a  fair  imitation  of  the  Uzat  or 
Wcdjt  eye  on  their  prows,  as  a  protection  against 
storms,  and  other  hazards.  It  is  not  only  Egyptians 
who  wear  the  Ankh  as  a  symbol  of  life.  The 
scarab  is  sold  in  thousands  to  tourists,  and  no-one 
is  quite  prepared  to  deny  its  power;  and  as  we  all 
know,  this  country  abounds  in  charms,  protective 
badges,  and  much  that  is  akin  to  votive  offering. 
The  subject  is  one  which  has  always  had  the 


power  to  fascinate  mankind. 

The  second  chapter,  entitled  'Egyptian  Amu- 
lets' is  introduced  with  the  sentence  'The  subject 
of  Egyptian  Amulets  is  one  that  appeals  both  to 
the  reader  of  folk-lore,  as  well  as  to  the  Egypto- 
logist .  .  .',  and  that  which  follows  is  enthralling. 

A  description  of  the  system  of  the  catalogue  is 
next;  and  there  are  then  detailed  lists  of  each  type 
of  amulet,  such  as  'Amulets  for  Protection', 
'Amulets  of  Powers',  'Amulets  of  Property',  and 
so  forth,  which  account  for  eight  chapters. 

Near  the  end  of  the  book  are  47  plates  of 
black-and-white  photographs,  comprising  some 
hundreds  of  objects  -  some  of  which  bear  distinct 
resemblance  to  early  votive  offerings  in  countries 
where  the  goddess  Isis  had  become  Astarte  and 
Aphrodite.  Finally  there  is  a  list  of  amulets  in 
hieroglyph  from  the  Macgregor  papyrus,  and 
from  Dendcreh;  followed  by  line-drawings  of 
amulets  on  mummies. 

The  short  Introduction,  by  Dr.  Geoffrey  Martin, 
is  interesting;  but  unfortunately,  as  with  many 
young  archaeologists,  it  is  written  in  bad  English 
-  with  worse  punctuation.  It  is  also  unattractive 
that  in  this  -  formal  -  introduction  he  refers  to 
his  great  predecessor  without  correct  styles  or 
title.  Few  archaeologists  in  addition  to  their 
other  achievements,  are  made  Fellows  of  the 
Royal  Society. 

Very  sincere  thanks  are  indeed  due  to  the 
Petric  family,  and  to  the  Department  of  Egypto- 
logy at  London  University  for  making  this  work 
again  available. 

The  dustcover,  designed  by  Pete  Elek-,  is 
delightfully  in  keeping  with  the  book. 

R.  S.  I.  WYNNE-THOMAS 
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EDWARD  ARDIZZONE. 

The  Colonel  does  his  rounds. 
In  1940  Edward  Ardizzone  was  appointed  an 
official  War  Artist.  His  Diary  of  a  War 
Artist  begins  with  the  invasion  of  Sicily  in 
July  1943  and  covers  his  personal  daily  record, 
in  words  and  pictures,  of  the  dramatic,  boring 
and,  as  illustrated,  the  humorous  moments 
of  his  career  until  May  1945.  (214  pages  and 
numerous  illustrations.  London :  Bodley  Head, 
£4-00). 
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The  Connoisseurs  Diar 

David  Coombs 


Nothing  is  ever  the  same  at  the  Royal 
Academy's  Summer  Exhibition  -  the  changing 
personnel  of  the  hanging  committee  ensures  that. 
Nowhere  else  is  it  possible  to  see  such  a  variety 
of  British  contemporary  art  under  one  roof  - 
paintings,  drawings,  watcrcolours,  prints  and 
sculpture.  Last  year  more  visitors  spent  more 
money  than  ever  before  -  indeed  the  show  was 
virtually  a  sell  out:  further  proof  if  any  were 
needed  of  the  lively  quality  of  an  exhibition 
that  attempts  to  cater  for  so  many  tastes.  It  closes 
on  July  28th.  The  illustration  Final  Analysis  is 
from  a  sensitive  and  lovely  group  of  work  by 
the  late  John  Armstrong. 

SKETCHES  FOR  CEILINGS 

The  intimate  and  delightfully  feminine  Marble 
Hill  House  at  Twickenham  is  the  setting  for  an 
exhibition  of  English  Baroque  sketches:  pre- 
liminary drawings  for  the  large  scale  decorative 
paintings  still  to  be  seen  in  many  of  our  older, 
grander  houses.  Apart  from  native  artists  like 
Thornhill  (the  multitude  of  whose  remaining 
sketches  ensuring  that  he  dominates  the  exhibi- 
tion), Hogarth  and  Kent,  the  work  of  more  or 
less  permanent  immigrants  like  Vcrrio,  Ricci  and 
Laguerre  also  find  an  important  place.  Their 
drawings  show  that  free  and  vivid  touch  so 
characteristic  of  the  age  and  so  inevitably  lacking 
from  the  grander  finished  works.  The  exhibition, 
which  has  a  catalogue  by  Mr.  Jacob  Simon, 
Assistant  Curator,  closes  on  July  7. 


MOORE  AND  AUDEN 

Auden  poems,  Moore  lithographs  -  a  certain 
recipe  for  success?  Perhaps.  In  another  media  it 
is  reasonable  to  doubt  if  Wilfred  Owen's  poems 
really  were  enhanced  by  the  music  of  Benjamin 
Britten  in  the  lattcr's  great  War  Requiem.  That 
towering  masterpiece  might  be  said  to  have 
exploded  the  poetry  out  of  its  proper  scale.  The 
art  of  illustration,  interpretation  even,  is  a 
genuinely  modest  one;  consider  the  skill  of  the 
accompanist,  or  the  librettist,  or  of  John  Tenniel 
or  Ernest  H.  Shcpard.  Which  is  not  to  say  that  the 
idea  of  Henry  Moore  illustrating  some  poems  of 
W.  H.  Auden  is  not  a  happy  one  -  celebrated  by 
an  exhibition  in  the  Prints  and  Drawings  Gallery 
of  British  Museum  from  April  to  June.  The 
volume  of  poems  and  lithographs  printed  by  the 
Curwen  Studio  will  be  published  later  in  the  year 
by  the  Petersburg  Press.  The  exhibition  took  the 
form  of  a  number  of  prints  and  drawings,  chosen 
from  the  Print  Room  by  Henry  Moore  himself, 
of  artists  that  have  particularly  influenced  him  as  a 
draughtsman:  Rembrandt,  Scghers,  Seurat  for 
example.  There  then  followed  a  scries  of  Henry 
Moore's  own  drawings  from  various  phases  of 
his  career  -  including  some  remarkably  fine 
examples  of  coalmining  scenes.  Finally,  the  book: 
a  page  of  verse  faced  by  a  lithograph.  Individually 
marvellous,  but  together  .  .  .  what?  It's  hard  to  be 
fair  to  a  book  when  it  is  pinned  up  on  exhibition 
boards  -  especially  when  the  text  has  been  set  in 
such  a  large  type  as  to  make  it  seem  that  it  is 
addressing  a  public  meeting.  So  we  must  wait  to 
sec  the  real  thing.  The  exhibition  catalogue  is  a 
hopeful  foretaste  however  and  no  mean  docu- 
ment in  its  own  right. 


STEVENGRAPH  CENTENARY 

Those  extraordinary  little  silk  pictures  called 
Stevcngraphs  are  generally  said  to  have  been 
invented,  or  at  any  rate  first  shown,  in  1879.  They 
were  the  brainchild  of  Thomas  Stevens  whose 
silk-weaving  business  in  Coventry  had  suffered 
like  the  others  from  the  swing  of  fashion  against 
ribbons  in  the  early  1860s.  Stevens  developed  the 
idea  of  a  silk  bookmark  adorned  with  a  variety  of 
illustrations,  and  the  success  of  this  venture  must 
have  stimulated  him  to  develop  the  idea  further. 
On  the  evidence,  the  prototype  Stevengraph  was 
first  introduced  in  1874;  how  ironic  that  its 
original  international  success  must  have  been  at 
the  expense  of  some  of  those  which  had  com- 
pelled its  invention,  and  whose  descendants  now 
pay  such  high  prices  for  the  originals.  It  is  the 
United  States  collectors  in  particular  that  we 
have  to  thank  for  the  rediscovery  of  these  relics 
of  Thomas  Stevens'  enterprise.  In  October  the 
City  of  San  Diego  Art  Gallery  will  show  a 
collection  of  Stevengraphs  as  a  contribution  to 
the  current  Stevengraph  Centennial. 


USHERWOOD  UPWARD 

Another  new-  appointment  that  will  please 
regular  readers  of  the  Galleries  section  concerns 
Nicholas  Usherwood,  who  moves  from  Clerk  at 
the  Royal  Academy  of  Arts  in  London  to 
Assistant  Secretary  with  responsibility  for  Loan 
Exhibitions.  His  first  task  being  the  massive 
Turner  commemorative  scheduled  to  begin  later 
this  year,  in  association  with  the  Tate  Gallery. 

BRITAIN'S  NEW  PLEASURE  GALLERY 

Fine,  pale  blue  banners  fluttering  amongst  the 
pigeons  of  Trafalgar  Square  indicate  the  new 
mood  at  the  National  Gallery.  The  150th  anni- 
versary of  its  founding  is  commemorated  by  a 
fascinating  exhibition  showing  how  the  gallery 
works:  how  the  collection  was  formed,  how 
new  pictures  arc  bought,  how  they  are  conserved, 
the  value  of  photography,  the  importance  of 
scholarship,  display  of  publications,  and  some 
projects  for  the  future.  A  special  booklet  provides 
a  permanent  record  of  this  exhibition. 

A  further  sign  of  the  new  determination  on  the 
part  of  the  Director  and  his  staff  to  make  every- 
one aware  of  the  many  pleasures  and  delights  in 
the  gallery  is  the  publication  of  'Failure  and 
Success',  a  picture  book  recording  in  brief  but 
alarming  detail  just  how  twenty  masterpieces 
were  lost  to  the  nation  and  twenty  retained  over 
the  last  150  years.  This  is  something  of  a  master- 
stroke of  public  relations  at  a  critical  time  when 
paintings  have  never  been  more  expensive  nor 
more  appreciated,  yet  when  the  public  money  to 
purchase  them  seems  ever  harder  to  obtain. 

BELL  CENTENARY 

This  year  sees  the  centenary  of  the  invention  of  the 
telephone  by  Alexander  Graham  Bell  -  on  July 
26  at  his  father's  house  in  Brantford,  Ontario.  The 
Bel!  family  had  emigrated  to  Canada  in  1870 
after  the  deaths  of  Alexander's  two  brothers  from 
tuberculosis  and  a  warning  that  he  might  also  fall 
victim  to  the  disease.  His  father  Professor 
Melville  Bell,  like  his  grandfather,  was  famous  as 
a  teacher  of  correct  speech  and  elocution,  and  the 
inventor  of  'Visible  Speech':  a  symbolic  code 
showing  the  position  and  action  of  the  throat, 
tongue  and  lips  when  making  various  sounds. 
Graham  became  a  partner  with  his  father  in  his 
grandfather's  London  practice.  The  original  Bell 
Homestead  in  Brantford  has  now  been  restored  to 
something  like  its  original  late  19th  century 
appearance  through  several  years  work  by  Colin 
McMichael  and  Betty  Geraghty,  respectively  Art 
Director  and  Historian  of  Bell  Canada.  Many 
of  the  furnishings  have  been  given  by  Alexander 
Graham  Bell's  daughters.  There  is  a  com- 
memorative exhibition  this  month  at  the  Canada 
House  Gallery,  London. 
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At  first  thought  one  would  not  immediately 
connect  King  George  the  Thiid  with  active 
patronage  of  the  arts.  This  present  exhibition  at 
the  Queen's  Gallery,  Buckingham  Palace, 
proves  otherwise.  Founder  of  die  Royal  Academy 
of  Arts,  he  was  obviously  very  much  a  man  of 
his  time  in  his  respect  for  scholarship  and 
admiration  of  craftsmanship  -  whether  in  superb 
furniture  by  William  Vile,  marvellous  Chelsea 
porcelain,  elegantly  engraved  and  constructed 
scientific  instruments,  or  in  a  splendid  selection  of 
contemporary  clocks.  (The  King  himself 
assisted  in  the  design  of  the  astronomical  clock 
illustrated.)  King  George  and  his  wife  Queen 
Charlotte  were  keen  musicians  and  something  of 
this  sensitivity  appears  again  in  their  patronage 
of  Zoffany  and  Gainsborough,  as  well  as  the 
decision  to  purchase  Consul  Smith's  great 
collection  -  which  included  fifty  paintings  and 
one  hundred  and  fifty  drawings  by  Canaletto. 
His  books  were  presented  by  his  son  to  the 
British  Museum  where  they  are  still  housed  in 
that  magnificent  room  styled  the  King's  Library. 
'George  III  -  Collector  and  Patron'  has  been 
prepared  by  Mr.  Geoffrey  dc  Bellaigue,  Surveyor 
of  The  Queen's  Works  of  Art. 

'Once  in  a  lifetime',  and  'Not  to  be  missed', 
have  become  cliche  phrases.  Yet  how  else  can 
one  describe  the  ravishing  exhibition  of  early 
mediaeval  English  ivory  carvings  (700-1200)  at 
the  Victoria  and  Albert  Museum?  An  Arts 
Council  enterprise,  it  has  been  selected  and 
arranged  by  Mr.  John  Beckwith,  Keeper  of 
Sculpture  at  the  Museum,  at  the  suggestion  of 
Lord  Clark.  The  carvings  (see  illustration)  have 
been  drawn  from  collections  all  over  the 
western  world  -  an  indirect  testimony  to  their 
original  importance  as  a  kind  of  cultural 
missionary.  Many  of  the  exhibits  are  quite  tiny, 
only  a  few  centimetres  in  size:  boxes,  combs,  a 
bobbin,  fragments  of  a  crozicr  or  a  crucifix :  all 
carved  with  the  intensity  of  an  age  when 
Christian  and  pagan  religions  were  intermingled 
and  intertwined  in  European  human  conscious- 
ness. The  exhibition  closes  on  July  7th. 


One  of  the  most  subtle,  and  in  the  outcome  most 
interesting,  recent  pieces  of  commercial  public 
relations  has  been  the  formation  of  the  Cinzano 
Glass  Collection  -  by  the  British  subsidiary  of 
the  Italian  vermouth  company.  Restricted  to 
antique  drinking  glasses,  the  collection  has  a  style 
and  a  panache  that  would  seem  almost  impossible 
to  achieve  in  four  years.  Overall,  the  collection 
maintains  a  consistently  high  quality:  most  of  the 
items  so  far  are  of  the  eighteenth  century  and  from 
a  variety  of  European  countries;  there  is  a  notable 
group  of  ist-3rd  century  Roman  glasses 
(including  the  press-moulded  beaker  illustrated). 
The  Cinzano  Glass  Collection  is  now  touring  a 
number  of  museums  throughout  the  United 
Kingdom. 


Although  not  yet  visited  by  the  time  of  writing, 
the  Frederick  Sandys  exhibition  at  Brighton 
holds  promise  of  being  very  interesting  indeed. 
Curiously  enough  this  is  the  first  major  showing 
of  Sandys  since  his  death  70  years  ago,  and  owes 
it«  inspiration  to  Mrs.  Betty  O'Looney,  Keeper 
of  Applied  Art.  It  includes  a  substantial  number 
of  drawings  and  watcrcolours  as  well  as  oils  and 
some  of  the  wood  engravings  that  were  the 
foundation  of  his  success  (sec  illustration).  One 
ot  those  talented  artists  caught  on  the  periphery 
of  the  Pre-Raphaelite  circle,  Sandys  seems  to 
have  been  of  a  careless  nature  that  belies  his 
precision  as  a  draughtsman  who  could  mould 
human  teatures  into  an  ideal  and  brilliantly 
attractive  portrait  form.  The  exhibition  is  at 
Brighton  Museum  and  Art  Gallery  until  July  14; 
and  at  the  Mappin  Art  Gallery,  Sheffield  from 
July  27  -  August  25. 
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Paintings  by  Old  Masters 

21  May-22junc  1974 

P.  and  D.  Colnaghi 

14  Old  Bond  Street,  wi 

Reviewed  by  Nicholas  usherwood 

Outstanding  expertise  and  shrewd  commercial 
commonsense  used  to  be  enough  for  an  Old 
Master  gallery  like  Colnaghi's  to  exist  success- 
fully and  build  for  itself  in  the  process  a  huge  and 
deserved  reputation  for  quality  and  scholarship. 
To  maintain  that  kind  of  reputation  in  the  future, 
however,  will  need  heavy  financial  backing  as 
well.  Colnaghi's  now  has  this  and  the  result  is  the 
kind  ot  exhibition  one  would  not  really  have 
thought  possible  any  more  on  a  strictly  com- 
mercial basis. 

The  earliest  item  in  the  show  by  nearly  a 
century  is  the  Mantegna,  a  work  already  well 
known  after  achieving  a  spectacular  sale-price 
last  year.  It  is  however,  the  quite  splendid  group 
of  Italian  Baroque  paintings  which  really 
dominates  the  exhibition,  and  of  these  the  canvas 
by  Lanfranco:  The  widow  of  Sarepta  giving  bread 
to  Elias  is  of  perhaps  the  greatest  art-historical 
importance.  Untraccd  until  1971,  it  is  one  of 
eight  canvases  originally  painted  for  San  Paolo 
fuori  lc  Mura  in  Rome,  c.  1624-5.  The  series, 
deliberately  intended  as  an  ideological  counter  to 
the  then  current  Protestant  challenge  on  the 
question  of  the  Real  Presence,  is  of  the  same  date 
as  Lanfranco's  great  frescoes  in  the  Villa  Borghcsc 
and  the  dome  of  S.  Andrea  dclla  Valle.  They 
represent,  as  a  whole,  some  of  the  most  magnifi- 
cent of  all  Roman  High  Baroque  painting  and 
this  particular  canvas,  with  its  dark  intensity  of 
mood  and  freely-handled  paint  (for  example  the 
head  of  the  boy  on  the  right),  has  a  strikingly 
romantic  quality. 

Other  fine  Roman  Baroque  paintings  include  a 
stunning  little  oil  sketch  by  Clanlli  and  a  huge, 
late  Caspar  Dughet  landscape.  Venetian  painting 
here  is  principally  of  the  18th  century  and  among 
the  rarer  and  more  exciting  items  is  a  group  of 
four  paintings  off.  1765  now  with  an  established 
attribution  to  Cian  Domenico  Tiepolo.  Based  on 
genre  themes  such  as  The  Dentist  (perhaps  the 
finest)  and  The  Charlatan  one  can  see,  in  the 
subtle  hints  of  human  fallibility,  what  the  young 
Goya  found  of  interest  in  this  particular  artist. 

From  outside  Italy  perhaps  the  greatest  work  in 
the  exhibition  is  Zurbaran's  The  Immaculate  Con- 


1.  Lanfranco. 

The  widow  oj  Sarepta  giving  bread  to  Elias, 

c.  1624-5. 

P.  and  D.  Colnaghi. 


ception.  The  religious  emotion  is  a  little  hard  to 
take  now  but  the  actual  painting  of  many 
passages  -  like  the  blue  and  white  robes  of  the 
Virgin's  cloaks  -  is  quite  remarkable.  Th'e' 
Rubens  sketch  Peace  embracing  Plenty,  fine  and 
highly  typical  though  it  is,  is  a  work  neither  con- 
ceived nor  probably  intended  at  quite  the  same 
level. 

Finally  a  note  must  just  be  made  of  the  one 
early  19th-century  painting,  a  study  by  Boilly  for 
his  Entree  du  Jardin  Tnrc  of  18 12.  The  cool  and 
unemotional  quality  of  the  actual  painting  com- 
bined with  the  straightforward  natural  observa- 
tion of  the  figures  (and  the  dormouse!)  make  it 
seem  of  quite  another  age. 


Early  Chinese  Ceramics 
and  Works  of  Art 

13 Junc-I2july  1974 
Eskenazi 

Foxglove  House,  166  Piccadilly,  wi 
Reviewed  by  edmund  capon 

In  recent  years  we  have  come  to  expect  from 
Eskenazi  Ltd.  exhibitions  of  early  Chinese  art  of  a 
quality  that  they  cannot  fail  to  catch  the  eye. 
Their  latest  maintains  that  tradition  in  every 
respect;  quality  of  exhibits,  presentation  and  cata- 
loguing. 

The  emphasis  is  on  early  Chinese  art,  and  early 
ceramics  in  particular.  Pre-T'ang  material  is 
sparse  and  not  enormously  distinguished,  but  the 
T'ang  period  itself  is  represented  by  a  notable 
array  of  tomb  figures  and  storage  jars.  On  this 
occasion,  however,  the  most  interesting  T'ang 
object  is  not  ceramic,  but  an  unusual  gilt  bronze 
cover,  pierced  with  five  cloud-like  motifs  and 
surmounted  by  a  flamboyant  stylised  bird!  The 
catalogue  draws  a  legitimate  comparison  with  a 
five-legged  'brazier'  -  hsiin-lu,  presumably  an 
incense  burner,  recently  excavated  from  a  storage 
pit  at  Ho-chia  village  on  the  southern  outskirts  of 
the  city  of  Sian,  site  of  the  ancient  T'ang  capital 
of  Ch'ang-an!  It  was,  incidentally,  this  site  which 
produced  the  magnificent  gold  and  silver  bowls 
and  dishes  which  were  included  in  the  recent 
Chinese  exhibition.  Although  the  dome  of  the 
lid  to  the  excavated  example  is  rather  more 
exaggerated  there  can  be  little  doubt  that  this 
independent  cover  must  have  once  belonged  to  a 
similar,  but  larger,  vessel. 

Metalworking  in  T'ang  China  was,  on  the 
evidence  of  surviving  material  and  with  the  ex- 
ception of  bronze  Buddhist  images,  largely  con- 
fined to  gold  and  silver  work  inspired  by  imported 
Sassanian  examples.  This  cover  is  a  rare  exception 
to  that  rule  for  it  is  Chinese  in  character,  parti- 
cularly the  openwork  decoration  and  surmount- 
ing bird  knob. 

For  the  perhaps  less  adventurous  collectors,  the 
distinguished  horse  (catalogue  No.  11),  the  base 
of  which  is  unusually  impressed  with  a  number  of 
medallions  comprising  pairs  ot  confronting  ducks 
within  a  Sassanian  inspired  pearl  border,  is  out- 
standing among  the  considerable  repertoire  of 
T'ang  horses. 

As  always  the  exhibition  is  accompanied  by  a 
fully  illustrated,  finely  produced,  and  thoroughly 
comprehensive  catalogue.  On  this  occasion  the 
catalogue  is  enhanced  by  the  enlightened  mind  of 
Ezekicl  Schloss  in  the  form  of  a  brief  article  on 
'Chinese  Ceramic  Sculpture'.  The  use  of  the  word 


2.  Gilt  bronze  cover,  T'ang  Dynasty. 
Eskenazi. 


sculpture  gives  an  immediate  clue  to  Mr.  Schloss's 
attitude,  for  he  is  discussing  pottery  tomb  figures 
which,  in  the  minds  of  most  Chinese  art  his- 
torians and  indeed  collectors,  have  generally  been 
considered  interesting,  sometimes  amusing, 
historical  documents.  But  to  Mr.  Schloss,  himself 
a  prominent  collector  of  these  figures,  they  have 
always  been  works  of  art  and  his  notes  on  artistic 
style  relating  to  the  Chinese  pottery  tomb  figure 
tradition  may  hopefully  freshen  traditional  ideas. 


Gilbert  Spencer 

July  1974 

Fine  Art  Society 

148  New  Bond  Street,  wi 

Reviewed  by  peter  fuller 

Gilbert  Spencer  worked  in  the  shadow  of  Stanley, 
whose  life  and  art  have  consistently  attracted 
greater  attention,  analysis  and  notoriety.  How- 
ever the  organisers  of  this  exhibition,  which  co- 
incides with  the  publication  of  Gilbert's  auto- 
biography, Memoirs  of  a  Painter  (Chatto  & 
Windus,  £3.75)  hope  that  it  will  serve  to  free 
him  from  his  'younger  brother'  status  in  painting. 
Certainly,  Gilbert  appears  to  have  been  at  his 
most  effective  when  he  was  free  of  Stanley's 
direct  influence.  His  best  canvases  are  rural  land- 
scapes, produced  through  a  direct,  perceptual 
relationship  with  the  natural  environment. 
Stanley  had  no  great  love  for  this  kind  of  work 
and  produced  it  only  to  satisfy  pressures  from  his 

3.  Gilbert  Spencer. 
Garsington  from  the  Manorette, 
23JjX  27^  inches. 
Fine  Art  Society. 


dealers  for  readily  saleable  items.  Similarly, 
Gilbert's  painting  possesses  a  distinct  ideological 
context:  he  is  interested  in  the  nature  of  work, 
and  the  relationship  between  the  peasant  farmer 
and  the  land.  Even  if  he  sometimes  idealises  the 
potential  of  what  Marx  once  called  'rural  idiocy,' 
he  visualises  historical  change  and  development. 
It  is  by  no  means  fortuitous  that  the  l  oll  Puddle 
martyrs  made  repeated  appearances  in  his  work. 
Stanley,  on  the  other  hand,  was  swept  away  into 
his  fantastic  visions  of  the  resurrection  and  a 
world  to  come  which  bear  little  relationship  to 
the  way  in  which  life  itself  is  actually  lived.  So 
there  is  a  real  distinction  between  the  two  men: 
for  the  most  part  (after  the  early  period  when  he 
was  very  much  treading  in  Stanley's  footsteps) 
Gilbert  pursued  a  materialist  course  and  rooted 
his  work  in  the  external  reality  by  which  he  was 
surrounded.  But  Stanley  was  preoccupied  by  a 
need  to  project  an  internal  reality,  mediated 
through  religious  displacements.  He  used  ele- 
ments from  the  outside  world  as  pegs. 

Nevertheless,  it  seems  impossible  to  separate 
Gilbert's  work  from  that  of  his  brother  entirely: 
the  most  we  can  hope  to  do  is  to  define  and 
describe  it  in  terms  of  its  differences,  rather  than 
its  similarities.  Inevitably,  the  parallels  must  have 
something  to  do  with  the  two  men's  extraordin- 
ary family  background,  especially,  one  suspects 
with  the  remarkable  character  of  their  father. 
There  is  one  painting  of  Gilbert's  which  overtly 
resembles  Stanley's  work  -  and  which,  in  my 
view,  is  far  from  being  a  failure.  That  is  The 
Crucifixion  of  191 5.  A  row  of  similar  figures  - 
brothers  perhaps  -  are  engaged  in  raising  the 
cross  into  position.  The  face  which  the  Christ 
figure  bears  is  known  to  be  that  of  Spencer 
Senior.  The  canvas  might  also  be  read  as  an 
essay  on  the  nature  of  filial  ambivalence. 


James  Stirling 

24  April-2 1  June  1974 

I  leinz  Gallery 

21  Port  man  Square,  wi 

Reviewed  by  paul  atterbury 

Architectural  drawings  have  their  own  aesthetic. 
They  have  no  need  to  obey  any  structural, 
practical  or  humanist  principles.  For  architects 
not  entirely  devoted  to  the  traditional  means  of 
expression  afforded  by  three-dimensional  struc- 
ture, drawings  are  a  useful  way  of  expressing  the 
unlikely,  the  theoretical,  the  impossible  and  the 
unsaleable.  Some  very  well-known  architects, 
Sant'  Elia  and  Ledoux  for  example,  built  very 
little,  their  place  in  the  history  of  architecture 
being  guaranteed  by  their  drawings. 

James  Stirling  really  belongs  with  these  archi- 
tects. The  exhibition  is  largely  composed  round  a 
series  of  axonometric  drawings,  supported  by 
plans,  models,  and  a  few  photographs.  Stirling 
has  a  spare,  well-constructed  linear  drawing  style, 
which  produces  a  very  precise  and  exact  three- 
dimensional  image  of  the  building.  The  drawings 
are  excellent,  far  removed  from  the  standard 
architects  drawing  with  ruled  lines  and  letraset- 
type  people,  trees  and  cars. 

The  trouble  with  Stirling  is  that  he  tries  to 
practise  what  he  preaches.  He  has  been  able  to 
convert  the  drawings  into  actual  structures,  and  so 
we  have  to  live  with  a  series  of  monuments  to 
the  difference  between  theory  and  practice. 

The  value  of  Sant'  Elia  as  an  architect  is  that  he 
never  built  his  futurist  city.  It  would  be  pleasant 
to  say  the  same  about  Stirling.  Most  of  Stirling's 
actual  work  is  in  the  field  of  university  building. 
But  the  Cambridge  History  Building  and  Queens 
College,  Oxford  show  a  crude  disregard  of  the 
architectural  ethics  of  the  two  cities;  they  are 
offensive  in  scale,  conception  and  environment, 
and,  despite  Stirling's  claim  to  be  a  humanist,  they 
are  anti-human.  Stirling  is  certainly  not  a  brutal- 
ist;  he  is  not  inspired  by  the  machine  ethic  per  se; 
he  is,  in  fact,  interested  by  texture,  surface  and 
regional  materials  as  well  as  by  structure.  But  he 
is  apparently  not  able  to  see  architecture  as  a 
social  and  environmental  force. 

There  is  an  interesting  catalogue  (RIBA  publi- 
cations, ^1.75)  showing  the  clear  quality  of  the 
drawings.  With  two  articles  by  Stirling,  it  is  really 
a  manifesto  for  Stirlingologists  (not  my  word!). 
Besides  the  drawings,  it  also  includes  sketches, 
lists  of  projects,  bibliography  etc.  It  is  marred 
only  by  Rayner  Banham's  pretentious  and  syco- 
phantic introduction.  It  is  perhaps  significant  that 
the  catalogue  does  not  include  any  photographs 
of  actual  Stirling  buildings. 
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4.  James  Stirling. 
Cambridge  University  History  Building, 
1964/67. 
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S.  Chilkat  blanket,  with  killer  whale  design 
from  the  north-west  coast  of  California. 
Loaned  from  the  Hilburg  Collection, 
Southern  California. 


The  First  Americans 

February  1974-February  1975 
Horniman  Museum 
London  Road,  Forest  Hill,  SE23 
Reviewed  by  J.  B.  donne 

An  excellent  and  wide-ranging  exhibition  of  the 
arts  of  the  North  American  Indians  is  on  view  at 
the  Horniman  Museum  until  next  year.  It  has 
drawn  on  loans  from  the  John  Judkyn  Memorial 
and  the  Hilburg  Collection  in  Southern  Cali- 
fornia to  supplement  a  selection  from  the 
Museum's  own  considerable  holdings. 

The  enormous  differences  in  geography, 
ecology  and  climate  throughout  the  North 
American  continent  have  imposed  themselves  on 
the  arts  of  the  Indians,  resulting  in  great  varieties 
and  contrasts,  not  only  in  the  availability  and  use 
of  materials  but  also  in  the  techniques  employed 
and  the  kind  of  objects  made.  The  sedentary 
fishermen  of  the  Pacific  north-west  coast  had 
time  on  their  hands  and  vast  pine  and  cedar 
forests  on  their  back  door-step:  they  arc  most 
famous  for  their  totem  and  mortuary  poles  on  a 
monumental  scale.  The  plains  Indians  hardly  ever 
had  a  tree  in  sight,  and  moreover  all  their  pro- 
perty had  to  be  portable:  their  buffalo  hide  robes, 
moccasins,  mittens,  horse  harness,  and  gun-cases 
were  embroidered  with  dyed  porcupine  quills 
(used  nowhere  else  in  the  world).,  later  replaced 
with  trade  beads.  The  Pueblo  Indians  of  the 
south-west  arc  still  renowned  for  their  pottery, 
while  the  Californian  Indians,  who  had  the 
lowest  level  of  material  culture  in  the  whole  of 
the  United  States,  produced  what  are  technically 
and  aesthetically  the  finest  baskets  ever  known  to 
man.  The  exhibition  is  carefully  arranged  to 
bring  out  these  contrasts. 

The  quality  of  some  of  the  objects  on  display  is 
truly  remarkable.  Most  surviving  American 
Indian  art  dates  from  1870  onwards  -  and  is  none 
the  worse  for  a  late  date,  since  there  have  been 
florescences  of  Indian  art  well  into  the  present 
century.  Objects  before  1800  arc  decidedly  rare, 
but  examples  arc  to  be  found  here.  A  pair  of 
Huron  moccasins  of  the  second  half  of  the 
eighteenth  century  is  particularly  interesting  in 
showing  the  Woodlands  use  of  quillwork  long 
before  the  introduction  of  beads  sewn  in  floral 
designs. 

One  of  the  finest  pieces  of  all  is  a  huge  conical 
burden  basket  created  by  the  great  Washo 


basketmaker,  Dat-So-La-Lee  (1828-1925).  It  is  a 
coiled  basket  made  from  white  willow  fibre  with 
designs  in  redbud  and  black  mountain  fern.  It  W2S 
probably  the  largest  basket  she  ever  made,  being 
two  feet  high  and  weighing  four  pounds.  It  con- 
tains 70,000  stitches  and  was  completed  in  1912. 
It  is  fitting  that  when  Dat-So-La-Lee  died,  her 
last  basket  was  buried  with  her. 


Victor  Burgin 

14  May-S June  1974 
Lisson  Gallery 
66-68  Bell  Street,  nwi 
Reviewed  by  peter  fuller 

Victor  Burgin  has  recently  published  a  book, 
Work  and  Commentary  (Latimer  New  Dimensions, 
£4.00)  which  was  presented,  together  with  some 
new  work,  at  the  Lisson.  Burgin  argues  that  the 
conceptual  structures  within  which  we  practise 
and  discuss  art  largely  involve  a  craft-based 
taxonomy,  which  has  been  unchanged  for  two 
hundred  years.  He  believes  that '  "art"  is  "about" 
the  scmiotic  practices  of  the  society  which  con- 
tains it  and  ipso  facto  of  direct  relevance  to  that 
society,  but  that  it  is  not  about  these  things  in  the 
manner  of  a  science.'  Rejecting  formalist  and 
historicist  approaches,  he  argues  for  a  'semiologi- 
es perspective'.  However,  realising  with  Todorov 
that  'semiotics  is  for  the  moment  still  a  system  of 
propositions  rather  than  a  body  of  established 
knowledge,'  he  advocates  a  'theoretically  self- 
conscious  intervention'  leading  to  a  critical 
practice  'where  semiotics,  ideology  and  aesthetics 
meet.'  Inevitably,  the  models  which  he  proposes 
are  linguistic  -  and  much  of  his  work  is  concerned 
with  differentiation  between  visual  and  verbal 
signification.  His  approach  is  informed  by 
structuralism.  Nevertheless,  he  takes  the  view 
that  semiotics  is  a  young  science,  and  it  may 
eventually  be  able  to  separate  itself  from  the 
linguistic  models  within  which  it  has  hitherto 
almost  invariably  been  presented. 

The  nucleus  of  his  argument  is  stated  in  the 
conclusion  to  his  commentary:  'The  optimum 
function  of  art  is  to  contribute  to  the  areas  of 
self-understanding  and  inter-subjective  values 
through  its  articulation  of  the  very  codes  by  which 
such  understanding  and  values  arc  achieved  and 
exchanged.  The  aspirations  of  those  who  would 
isolate  art  from  the  social  world  are  analogous  to 
those  of  Kant's  dove,  which  dreamed  of  how 
much  freer  its  flight  could  be  if  only  it  were 
released  from  the  resistance  of  the  air.  If  we  are 
to  learn  any  lesson  from  the  history  of  the  past 
50  years  of  art,  it  is  surely  that  an  art  unattached 
to  the  social  world  is  free  to  go  anywhere  but 
that  it  has  nowhere  to  go.'  My  own  view  is  that 
Burgin's  underlying  analysis  is  sound,  but  that 
his  proposals  intended  to  point  towards  a  solution 
suffer  from  the  fact  that  they  do  not  take 
economic  determinants  sufficiently  into  account. 

Nevertheless,  his  work  remains  among  the 
most  interesting  which  is  currently  being  pro- 
duced within  this  area.  Unlike  that  of  some  of  his 
contemporaries,  Burgin's  work  is  conceptually 
coherent,  and  accessible  to  anyone  prepared  to 
invest  in  it  the  attention  which  it  demands.  How- 
ever, a  knowledge  of  contemporary  linguistic 
theory  may  be  found  to  be  useful. 


Stunners 

24june-i4july,  1974 

J.  S.Maas&Co.  Ltd.  * 
15a  Clifford  Street,  New  Bond  Street,  wi 
Reviewed  by  Nicholas  usherwood 

To  D.  G.  Rossetti,  who  invented  the  word, 
'stunners'  meant  anything  from  Jane  Morris  to 
the  wombat  in  his  private  menagerie.  Chiefly, 
however,  it  meant  any  woman  whose  appearance 
he  found  striking  or  interesting  enough  to  paint  or 
sketch.  It  is  this  definition  of  the  word  which 
Jeremy  Maas  has  ingeniously  taken  as  the  title  for 
his  delightful  exhibition  of  fifty  or  so  paintings, 
watercolours  and  drawings  of  pretty  Victorian 
and  Edwardian  females,  ranging  historically  from 
William  Etty  through  the  Pre-Raphaelites  and 
their  followers  to  such  later  Victorian  figures  as 
Poynter  and  Leighton.  The  latest  works  in  the 
show  date  from  the  1920's  and  include  artists  like 
Henry  Lamb  and  Ambrose  McEvoy. 

One  of  the  most  stunning  (it  is  really  unavoid- 
able in  this  context)  paintings  in  the  exhibition 
must  be  Frederick  Sandys'  Perdita,  a  small  oil 
showing  a  pale-complexioned  beauty  of  Pre- 
Raphaelite  character  with  brilliant  red  hair  (Mary 
Clive,  the  'woman'  in  his  life,  was  the  model); 
garlanded  with  spring  flowers  -  periwinkles, 
violets  and  columbines  -  and  set  against  a  back- 
cloth  of  white  blossom  and  green  foliage,  the 
effect  is  one  of  astonishing  freshness,  almost 
purity. 

Etty's  Hebe  nearby  couldn't  be  more  of  a  con- 
trast in  mood  and  intention  with  its  voluptuous 
three-quarter  length  nude  girl  holding  up  an  urn 
and  set  against  one  of  his  typical,  fiery  red  back- 
ground drapes.  They  are,  between  them,  as  good 
examples  as  one  could  find  of  the  considerable 
shifts  in  Victorian  artistic  taste  and  morality  that 
took  place  between  the  1830's  and  40's  and  later 
1850's.  Other  interesting  paintings  include  an 
Augustus  Egg,  Thou  art  not  false  but  thou  art 
fickle  which,  with  its  oriental  odalisque-figure  of  a 
girl  reclining  on  splendid  blue-striped  harem 
cushions,  presents  an  unexpectedly  exotic  face  for 
an  artist  better  known  for  his  moralities.  Finally 


6.  Augustus  Leopold  Egg. 
Thou  art  not  false,  but  thou  art  fickle, 
14  X  1 1 2  inches. 
Maas  Gallery. 
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there  is  a  jewel-like  little  Lavery  panel  In  her 
library  in  blues,  reds  and  greens. 

Among  the  watered  ours  there  is  an  unmissable 
Simeon  Solomon  of  an  androgynous-looking 
creature  entitled  High  Priest  and  dated  1866  - 
interestingly  close  in  mood  and  period  to 
Gustavc  Moreau.  Lastly  mention  should  be  made 
of  some  lovely  drawings  -  Stunner  1  by  Rossetti, 
two  bold  and  brilliant  McEvoys  and  a  series  of 
sketches  from  a  note  book  of  Edward  Price 
Boyce's.  Boyce  was  a  close  friend  of  all  the  Pre- 
Raphaelites  and  his  diary  -  much  tragically  lost 
for  good  in  the  last  war  -  has  been  a  principal 
source  of  information  about  the  group.  These 
charming  sketches  of  young  ladies  were  original- 
ly interspersed  with  landscape  sketches  made  one 
summer  along  the  banks  of  the  Thames  - 
stunners  on  the  towpath  no  less! 


7.  Norman  Stevens. 

Morning,  etching,  aquatint  and  mezzotint 

55  X  40  cm. 

Editions  Alecto. 


Norman  Stevens  Print  Exhibition 

9  April-2  May  1974 
Maltzahn  Gallery 
3  Cork  Street,  wi 
Reuiewed  by  pat  gilmour 

Norman  Stevens'  exhibition  is  a  complete  survey 
of  his  graphic  work  to  date  with  the  bonus  of 
two  paintings  of  the  early  1970s.  The  exhibition 
has  considerable  developmental  fascination,  for 
Stevens  is  not  an  artist  who  stands  still.  He  has 
systematically  moved  on  from  phase  to  phase  and 
images  once  seen  in  a  relentless  light  are  these 
days  almost  always  much  more  softly  and 
romantically  mysterious. 

The  early  monochrome  etchings  had  a  crisp 
crosshatched  linear  purity  depicting  shuttered 
surfaces  close  to  the  picture  plane,  one's  vision  of 
which  was  interrupted  only  by  leaf  frond  or  lily. 
His  handling  of  these  figurative  subjects  with  the 
cool  deliberation  of  a  classical  abstraction  became 


even  more  marked  in  the  starker  minimal 
imagery  oi  the  sunken  place  in  an  area  ol  paving, 
a  plinth,  or  close-up  of  a  Might  of  steps.  What  is  so 
pleasing  about  his  graphic  control  is  that  the 
image  so  often  seems  perfectly  wedded  to  the 
means  used  to  convey  it,  and  Stevens  is  really 
subtle  in  his  employment  of  intaglio  process.  The 
surlace  of  stone  delicately  suggested  by  lift- 
ground,  the  smir  of  softground  rain  on  an  etched 
house;  these  are  touches  perfectly  used  with 
admirable  restraint. 

The  most  recent  images  published  by  Editions 
Alecto  are  a  complete  departure  -  tonal  rather 
than  linear,  and  concerned  with  mood  and  the 
effect  of  a  particular  kind  of  light.  Spots  of  it 
stipple  a  flight  of  steps,  or  dapple  a  green  tree- 
lined  vista,  while  dawn  or  moonlight  throws 
shadows  of  a  fence  or  trees  onto  the  ground. 
Slightly  less  obvious  imagery  emerges  in  the 
shapes  of  Stonehenge  and  Stone  Circle.  Most  of 
these  recent  prints  employ  mezzotint,  a  technique 
of  which  I  have  often  been  a  little  suspicious,  since 
one  may  easily  get  so  close  to  the  wood  that  one 
cannot  see  the  trees.  Successful  as  some  of  the 
images  are,  I  have  the  feeling  that  for  the  first 
time  the  subject  matter  emanates  from  a  desire 
to  use  a  rocker  and  scraper  rather  than  because  it 
is  necessary  to  its  realisation,  for  although  the 
artist  is  on  record  as  saying  that  it  is  especially 
effective  in  conveying  mood  and  atmosphere, 
these  qualities  have  always  been  present  in  his 
work.  But  Stevens  is  too  clever  an  artist  to  allow 
the  tail  to  wag  the  dog,  as  doubtless  his  next 
retrospective  will  show. 


George  Denholm  Armour 

24  April-i  5  May  1974 
Moorland  Gallery 
23  Cork  Street,  wi 
Reviewed  by  sally  budgett 

Judging  by  the  success  of  the  recent  exhibition  in 
the  Moorland  Gallery  of  Hunting  and  Sporting 
Sketches  by  cartoonist  G.  D.  Armour  (1864- 
1949),  one  wonders  how  many  other  illustrators 
have  been  forgotten  once  their  work  ceases  to  be 
seen  regularly  in  magazines  or  newspapers.  For 
often,  they  are  accomplished  artists  in  their  own 
right,  as  is  certainly  the  case  with  Armour,  whose 
serious  paintings  would  not  look  inferior  along- 
side pictures  by  his  contemporary  Lionel  Ed- 
wards, or  even  Munnings.  Indeed,  Armour  was 
one  of  the  most  outstanding  pupils  of  the  Royal 
Scottish  Academy,  being  granted  an  extra  year 
and  winning  most  of  the  available  prizes.  His 
versatility  is  enormous,  not  only  in  the  methods 
he  used,  but  also  in  his  approach  to  the  subject. 
His  cartoons,  which  deal  mainly  with  every  day 
occurrences,  must  be  unsurpassed  by  any  other 
sporting  artist ;  the  treatment  of  his  serious  sub- 
jects is  just  as  realistic,  for  unlike  most  sporting 
artists  he  docs  not  glorify  them,  by  fining  down 
an  ugly  horse  for  example.  As  Lionel  Edwards 
summed  up:  'He,  I  think,  is  the  only  contempor- 
ary artist  who  really  gets  the  correct  winter 
atmosphere  into  his  hunting  scenes.  For  it  is 
winter'.  A  feeling  that  Lionel  Edwards  never 
portrayed  very  successfully  himself 

Armour  was  willing  to  try  his  hands  at  many 
different  methods  of  painting  and  drawing.  Al- 
though better  known  for  his  pen  drawings  he  was 
just  as  adept  when  using  watcrcolours  and  oils. 


8.  G.  D.  Armour. 

The  jockey,  watercolour  on  holland. 

Moorland  Gallery. 

He  also  adopted  the  method  of  painting  on 
holland  (watercolour  on  linen),  invented  by 
Joseph  Crawhall  (known  to  some  as  the  greatest 
forgotten  artist  of  all),  with  whom  Armour  had 
a  valuable  and  productive  friendship.  It  was  with 
this  technique  that  he  illustrated  Surtees's  'Hunts 
withjorrocks'. 

In  1 896,  Armour  embarked  upon  his  fifty  years 
association  with  Punch.  His  drawings  and  cartoons 
were  also  frequently  illustrated  in  Country  Life, 
The  Field  and  Graphic.  Perhaps  the  reason  for  his 
success  was  that  he  was  a  perfectionist,  and  knew 
that  in  order  to  illustrate  a  sport  with  justice,  one 
has  to  participate  in  it,  and  this  he  did  only  with 
the  exception  of  bull  fighting.  Let  us  hope  that  as 
a  result  of  the  Moorland  Gallery's  initiative,  more 
forgotten  names  will  be  brought  to  light. 


jane  flower  writes: 

Jan  van  Kcsscl  III  was  a  native  of  Amsterdam, 
born  in  1641  or  1642  and  dying  in  1680.  He  was  a 
friend  of  Hobbema  and,  like  him,  was  probably 
a  pupil  of  Jacob  van  Ruisdael.  He  is  best  known 
for  his  landscapes  but  this  view  of  The  Herengracht , 
Amsterdam  proves  his  considerable  ability  as  a 
painter  of  town  views.  The  colouring  ranges  from 
the  grey-blue  of  the  snow-laden  clouds  to  the 
warm  bricks  of  the  buildings,  with  a  similar  con- 
trast between  the  ice  and  the  splashes  of  colour  of 
the  clothes  worn  by  the  figures  besporting  them- 
selves upon  it.  The  work  is  signed  in  the  lower 
left-hand  corner.  On  exhibition  until  July  at  the 
Brian  Koctser  Gallery,  j8  Duke  Street,  St.  James's, 
London  swi. 
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The  Connoisseur  in  September 


COW  SSEl  R 


Some  August  Contributors 

Arthur  Grimwade  is  a  director  of  Christie's  and 
he  specialises  in  silver  objects.  He  is  preparing  a 
full  study  of  eighteenth-century  English  silver 
marks. 

Charles  Oman  was  Keeper  of  the  Department  of 
Mctalwork  at  the  Victoria  and  Albert  Museum 
from  1945  to  1966.  He  has  recently  published  a 
book  on  British  rings,  and  is  currently  working 
on  a  study  of  English  engraved  silver. 

Mrs.  G.  E.  P.  How  is  widely  known  as  an  expert 
dealer  in  and  student  of  fine  antique  silver. 

Peter  Cannon-Brookes  is  Keeper  of  Art  at  the  City 
Museum  and  Art  Gallery  in  Birmingham. 


August  Cover 

A  fine  German  early  sixteenth-century  silver-gilt 
cup  and  cover,  Nuremberg,  c.  1 5 10. 
Weight :  27. 1 5  ounces ;  Height :  1 2  J  inches. 
Illustrated  in  Numbcrger  Goldschmiederkunst, 
by  Kohlhaussen,  plate  476,  page  319. 
S.J.  Phillips  Ltd.,  139  New  Bond  Street, 
London  wiy  olh. 


John  Gibson's  Polychromy  and 
Lord  Londonderry's  Bacchus 

by  Hans  Fletcher 

Gibson,  best  remembered  as  the  author  of  The  Tinted  Venus, 
believed  that  the  addition  of  colour  in  sculpture  brought  the  art 
still  nearer  to  its  Greek  original.  This  obsession  led  him  to 
outrun  the  terms  of  his  commission  from  Lord  Londonderry,  and 
led  to  an  exchange  of  letters  which  reveal  the  strange  fire  of 
Gibson's  imagination  and  the  strength  of  his  faith  in  his  own 
interpretation  of  the  artist's  role. 

An  unknown  painting  by  Giovanni  Serodine 

by  Mario  Pomilio 

Scrodinc's  reputation  as  one  of  the  foremost  Italian  painters  of 
the  seventeenth  century  is  now  securely  established,  and  it  is 
therefore  of  great  interest  to  record,  as  Mario  Pomilio  does  in  this 
scholarly  article,  the  identification  and  study  of  a  newly 
discovered  canvas  by  this  remarkable  artist. 

More  on  Pierre  Langlois 

by  William  Rieder 

In  common  with  other  leading  cabinet  makers  in  London  in  the 
1 760s  and  '70s,  Langlois  was  expected  to  incorporate  plaques, 
panels  and  marble  tops  into  cabinets  and  commodes.  This  article 
examines  his  approach  to  such  commissions,  which  may  very 
well  have  been  tiresome  and  distracting. 

The  Star  and  Garter  Hotel,  Richmond 

by  Christopher  Monkhouse 

This  famous  hotel  has  an  architectural  history  fully  as  varied  and 
colourful  as  its  pre-eminence  in  the  order  of  famous  British  hotels 
would  suggest.  Its  disappearance  after  the  Great  War  has 
deprived  modern  Victorian  enthusiasts  of  a  remarkable  building. 

Wake  Up,  London! 

by  Will  Allan 

An  intriguing  and  improbable  scries  of  drawings  by  an 
Edwardian  amateur  architect  point  the  way  London's 
development  as  a  major  city  ought  to  have  taken  had  not  war 
and  other  realities  intervened. 

Patrick  Procktor 

/»)'  Paul  William  White 

Mr.  White  argues  in  this  painstaking  appreciation  that  Patrick 
Procktor  has  a  'facility  for  recording  what  he  perceives  and  feels 
matched  by  few  other  realistic  painters  working  in  England 
today'. 

F.  Gordon  Roe 

by  Bci'is  Hillier 

Frederick  Gordon  Roc  will  be  eighty  in  September,  and 
The  Connoisseur  pays  tribute  to  the  scholar  and  writer  who 
edited  the  magazine  from  1933  to  1934. 

The  Sculptor  and  his  Drawing :  6.  Geoffrey  Clarke 

by  W.J.  Strachan 

Geoffrey  Clarke  is  the  youngest  of  the  sculptors  treated  in  this 
series,  and  his  work  differs  from  the  others  in  that  most  of  it  has 
been  commissioned  by  architects  employed  by  public  or  private 
clients. 

The  Founding  of  the  National  Gallery :  Part  6 

by  Gregory  Martin 

This  episode  deals  with  the  realisation  of  Wilkins's  plans  for  the 
Gallery,  and  the  move  to  Trafalgar  Square. 
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N  •  BLOOM  &  SON  LTD 


ESTABLISHED  1912  DEALERS  IN  FINE  WTIQUh  SILVER  •  JEWELLERY    OBJETS  D'AKT 
1 5 }  NEW  BOND  STREET  LONDON  Wi    TELEPHONE  01-629  5°&° 
MEMBER  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


An  unusual  pair  of  Caryatid  candlesticks  made  by  Thomas  Robins  1808  -  11"  high.  65.14  ozs.  □  George  II  shell  pattern  sugar  box  and 
cover  made  c.  1735  byChristian  Hilland.  9.7  ozs.  □  George  II  flat-chased  waiter  with  shell  corners  and  feet  by  Thomas  Hcming.  1752. 
6.4  ozs.  □  Parcel  Gilt  cylindrical  spice  box  with  applied  mask;  maker's  mark  D.M.  (Rosenberg  467).  Augsburg  c.  1610.  2"  high.  Q 


ifaSk  % 


CONFEDERATION  INTERNATIONALE  DES  NEGOCIANTS  EN  OEUVRES  D'ART 

ANNOUNCE 

AN  IMPORTANT  INTERNATIONAL  EXHIBITION 

entitled 

"THE  GRAND  GALLERY" 

to  be  held  at 

THE  METROPOLITAN  MUSEUM,  NEW  YORK 
19  October  1974  to  15  January  1975 


THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 

as  Presiding  Association  of  CINOA  will  be  supporting  and  contributing  to  this  great  Exhibition, 
the  first  sponsored  by  the  Confederation  outside  Europe.  It  will  be  organised  jointly  by  the  National 
Antique  and  Art  Dealers'  Association  of  America  and  the  Art  and  Antique  Dealers'  League  of  America. 


This  good-looking  Dressing 
Table  in  oak  has  cabriole  legs 
of  exceptional  grace  and  shows 
how  successfully  provincial 
maker's  vied  with  the  London 
Trade.  Documented  furniture 
is  rare  but  in  this  case  the 
makers'  label  survives  in  one 
of  the  drawers. 
The  Dressing  Table  was 
purchased  from  a  member  of 
The  British  Antique  Dealers' 
Association  by  the  Colonial 
Williamsburg  Foundation, 
Virginia,  U.S.A. 
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Unusual  two-tier  epcrgne  of  1771  by  John 
Romer  has  a  large  dessert  dish  in  the  centre 
above  the  finely  cast  and  chased  apron,  an 
oval  basket  above,  Jour  dishes  and  two  baskets 
supported  on  the  branches.  18  in.  high,  the 
spread  is  24  in.  236  oz.  {7343  g). 


Fine  oval  cake  basket  with  a  deep  openwork 
border  oj  grapes  and  vine  leaves  rising  to 
the  scroll  rim,  and  with  caryatid  swing 
handle  engraved  with  the  crowned  cypher  of 
Henry  Paget,  2nd  Earl  of  Ux bridge 
(1719-1769).  On  four  lion  mask  and  paw 
feet,  the  basket  is  14  in.  long,  and  weighs 
67  oz.  (2085  g).  The  maker's  mark  is 
overstruck  and  indecipherable. 


SIMON  KAYE  LTD. 


U  ALBEMARLE  STREET 


In  association  with 


REET  •  PICCADILLY  •  LONDON  Wl 

Telephone  01  -493  7658 


/.  Freeman  Sl  Son  Inc  ■  12  East  $2nd  Street  •  New  York  NY  10022 

Members  of  the  Art  &  Antique  Dealers'  League  of  America  Telephone  759  6900 


JEREMY  LTD, 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Cables:  JUREMIQUE,  LONDON,  S.W.3 


Telephone:  01-352  0644 
01-352  3127 


OPEN  ALL  DAY  SATURDAY 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


English  ;  last  quarter  of  the  1 8th  century :  a  most  rare 
Adam  period  commode  being  executed  in  selected 
Cuban  mahogany,  having  a  brushing  slide  to  the  top 
and  being  supported  on  the  original  carved,  turned 
legs,  the  drawers  still  retaining  the  original  swan 
neck  handles. 

Dimensions: 

Maximum  Height:  2'  91j" 
Maximum  Width  :  3'  3i" 
Maximum  Depth:  1'8|" 


We  specialise  in  Antiques  of  the  highest  quality  Every  article  in  our  inventory  is  photographed.  Should  you 
have  any  special  requirements  do  not  hesitate  to  let  us  know  and  we  will  forward  photographs  and  complete 
descriptions  by  return.  This  service  is  for  assistance.  Please  use  it.  Our  collection  tastefully  displayed  in  nine 
showrooms  is  never  more  than  15  minutes  from  any  leading  London  hotel.  Honour  us  with  a  visit.  Our  aim 
is  your  satisfaction. 


Brielle 
China 

&  Galleries 


(top  letl)  Acrobat  of  Tlatilco. 

Sole  replica  27/«"  high  including  base  Numbered  Issue  ot  1000.  $265 
(top  nghti  Atlante  from  Tula. 

Scale  replica  4Vg"  high  including  base  Numbered  Issue  of  1000,  $225 

(lower  lefti  Tehuana  Lady  m  Fiesta  Costume  Contemporary/Folklonc/ 
85/s"  high  including  base  Numbered  Issue  of  300.  $1750. 

(lower  nghti  Smiling  Face. 

Scale  replica  3'A"  high  including  base  Numbered  Issue  of  1000.  $225 

Brielle  China  and  Galleries  is  proud  to  be  selected  by 
LUNT  GALLERIES  as  the  first  dealer  in  the  United  States  to  display 
a  selection  of  famous  Mexican  art  forms  in  precious  metals. 
The  first  group  of  Numbered  Issues,  produced  under  the 
authorization  of  the  National  Museum  of  Anthropology  and 
History  in  Mexico  City,  is  meticulously  and  painstakingly  crafted  to 
scale,  from  the  originals  displayed  in  the  Museum.  Each  piece 
is  superbly  detailed  in  sterling  silver  and  22  karat  gold  electroplate, 
with  a  protective  coating  of  rhodium  plate  to  prevent  tarnishing. 

A  colorful  brochure  describing  twelve  Numbered  Issues  is  available  for  $1 

Visit  our  Collector's  Gallery.  Brielle  China  and  Galleries,  in  Brielle,  N.J.08730;  (201)  223-3626. 


Bonham's 


Founded  iygj 


Fine  Art  Auctioneers  and  Valuers 


Forthcoming  Sales 

Tuesday,  30th  July,  at  1 1  am 
BOOKS 

Thursday,  1st,  8th,  ijth,  22nd  and  2Qth  August,  at  1 1  am 
ENGLISH  AND  CONTINENTAL  FURNITURE 

Thursday,  1st,  8th,  ijth,  22nd  and  2Qth  August,  at  1 1  am 
ENGLISH  AND  CONTINENTAL  PAINTINGS 

Friday,  2nd,  gth  and 30th  August,  at  1 1  am 
PORCELAIN  AND  WORKS  OF  ART 

Tuesday,  6th  and  20th  August,  at  1 1  am 
SILVER 

Wednesday,  Jth  and  21st  August,  at  1 1  am 
WATERCOLOURS,  DRAWINGS  AND  PRINTS 

!  i  'cdncsday,  14th  August,  at  1 1  am 
CARPETS  AND  RUGS 


c 


Mutton  fat  jade  carving  of  a  finger  citron.  Ch'ien  Lung. 
Sold  on  the  28th  June  for  £480 


Mutton  fat  jade  carving  of  a  deer.  Ch'ien  Lung. 
Sold  on  the  28th  June  for  £850 


Set  of  12  Qiieen  Anne  style  japanned  dining  chairs 
from  a  complete  dining  suite. 
Sold  on  the  2  Jth  June  for  £  ijoo 


Angela  Inganni,  The  Cathedral  Square,  Alilan,  oil  on  canvas,  signed  and 
dated  1844,  36 x  30  inches. 
Sold  on  the  2jth  June  for  £8000 


Wfi?FC  BONHAM  &  SONS  LTD 

Montpelier  Street  •  Knightsbridge  •  London  swy  ihh 


Telephone:  01-584  9161    Telegrams:     nhams,  london  SW7 


D.  M.  fcr  P 


69  UPPER  BERKELEY  STREET 
PORTMAN  SQUARE 
LOMDON,  W1  H  7DH. 

Telephone:  01  -723  6595. 


MANHEIM 


 (f>7vavne&  

Peter  Manheim 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 


Inland  Telegrams: 
Vivantique  London  W.1. 

Cable  Address: 
Vivantique  London  W.1. 


Wedgwood  Porcelain 

Circa  1810 

These  vases  are  of  great  rarity 
since  it  is  not  generally  known 
that  Wedgwood  made  vases  in 
porcelain.  Finely  painted  with 
panels  of  English  garden  flowers 
in  colours,  they  are  bordered  and 
patterned  in  gilt.  Marked 
'WEDGWOOD'  in  red  block 
capitals.  5|"  high. 


ARTHUR  BRETT 
&  SONS  LTD 

Member  of  the  British  Antique  Dealers'  Association  Ltd. 


Early  18th  Century  Walnut 
Bureau  Cabinet  of  fine  colour, 
retaining  it's  original 
hardware.  40"  wide. 


42  SAINT  GILES, 
NORWICH  NOR  16E,  ENGLAND 
Telephone:  0603  28171 
Saturday  by  appointment 
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Cornelis  Bcclt,  The  Departure  of  King  Charles  II  from  Scheviningen  Oil  on  canvas,  27!  x  38  inches  (70.5  x  96.5  cm) 

before  the  Restoration  of  the  English  Monarchy  Signed  and  dated  1659 

Certificated  by  Dr.Walther  Bemt,  Munich,  1.4.73 


ALAN  JACOBS  GALLERY 

MEMBER  OF  THE  SOCIETY  OF  LONDON  ART  DEALERS 
MEMBER  OF  THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 

FINE  XVII th  CENTURY 
DUTCH  &  FLEMISH  OLD  MASTERS 


15  Motcomb  Street  •  Belgrave  Square  •  London  swi    Telephone:  01-235  5944    Cables:  Artjac  London  swi 

Daily :  g.jo  am  -  5.30  pm    Saturday :  g.30  am  -  1  pm 


Dl?  V  1-TTT  T      AT  T  IhUTIh^  743  FIFTH  avenue,  new  york,n.y.,  10022 

SD>  S2*  X\.AV  X  "  MTkLL^L^  VJlll  JM  jK*  JVXJUl  vJ  (212)753-8130  Cables  BERRYHILL  n.y. 


SUNSET,  FINCHINGFIELD 
June  1905 

by  LUCIEN  PISSARRO 


Oil  on  canvas  21"  x  25^" 

Signed  with  Monogram  and  dated  1905 

Ex  Coll.:  Sir  Ian  Hamilton 

Also  inscribed  on  stretcher  by  the  artist. 

Lucien  Pissarro  lived  on  a  farm 

at  Finchingfield,  Essex,  from  1903-1905 


DELOMOSNE 
AND  SON  LIMITED 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


A  superb  pair  of  glass  and  ormolu  Candlesticks 
in  brilliant  state. 

English,  circa  1  800. 

Height:  1  2J  inches. 


4  CAMPDEN  HILL  ROAD,  KENSINGTON 
LONDON  W.8. 

TELEPHONE  01  -937  1804 
CABLEGRAMS:  DELOMOSNE  LONDON  W.8 
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Considering  that  all  Schweppes  Malvern  Water 
is  natural  rainwater  that  filters  through 
the  Malvern  Hills,  it's  not  surprising  that 
each  bottle  is  as  pure  as  the  next. 


Mayor  cas  Ltd 

Member  of  the  BAD  A  Ltd. 


A  fine  and  unusual  Turkestan  Uzbeck 
Embroidery  of  the  first  half  of  the  nineteenth 
century,  embroidered  in  fine  silks  on  cotton. 
Six-pointed  star  pattern  surrounded  by 
sprays  of  poppies  and  carnations,  and  an 


animal  at  each  end;  intricate  border  of  rose 
sprays  and  trailing  leaf  pattern;  in 
exceptional  condition,  and  extremely 
colourful.  Rare  small  size:-  5'  10"  x  3'  7" 
(1,80m  x  1,15m). 


38  Jermyn  Street  St.  James's 

London  S.W.I.    Telephone:  01-629  4195 


Auction 

Art  of  the  19.  and  20.  Centuries 
Art  Nouveau  ■  Art  Deco 

November  25-27 

Please  send  us  your  lists  now. 
Deliveries  will  be  accepted  until 
September  15. 

Ketterer 

Galerie  Wolfgang  Ketterer 

8  Munich  80  -  Prinzregentenstr.  60 
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BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUERN 
ELIZABETH  THI 
QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUERN  MARY 


ffiare  &UJ&6&  mid  Gmtitientai  adulter,  cMiniatii*w>. 


Lett :  Queen  Anne  Teapot  by  Benjamin  Pyne. 
London  1705.  Height  4.8" 

Right:  Queen  Anne  Chocolate  Pot  by  William  Pcnstonc. 
London  171 1,  Height  10.25" 

Two  Examples  from  our  Collection  of  18th  Century  English  Silver. 


(A) 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.l" 


Antique  English  and 
Continental  Silver 
Paintings 


H.  S.  WELLBY 


A  pair  of  Russian  silver  gilt  and  niello  beakers 


MOSCOW  1692 


height  3  ins.  width      ins.  weight  8  ozs. 


16c  Grafton  Street,  London,  W.l     Telephone:  01-493  1597 


ulbrds 

1RNE    S.  EXETER 


60-62  Terminus  Rd.  Eastbourne 

Tel.  Eastbourne  25452 

1  Bedford  Street.  Exeter  Tel.  54901 


Congreve  Rolling 
Ball  Clock 

William  Bruford  &  Son  have  ac- 
quired one  from  a  very  limited 
edition  of  re-creations  of  the  famous 
Congreve  Rolling  Ball  Clock. 
Invented  by  Sir  William  Congreve 
at  around  the  turn  of  the  eighteenth 
century,  the  clock  displays  a  fascin- 
ating combination  of  see-saw  and 
helter-skelter  movements  ...  a  small 
steel  ball  zig  zags  down  a  sloping 
brass  tray.  As  it  completes  its  down- 
hill path,  the  gear  train  is  released, 
the  second  hand  moves  forward  15 
seconds,  the  tray  tip-tilts  into 
reverse  gradient  and  the  ball  again 
begins  its  descent. 
This  re-creation  is  hand  finished  to 
matchless  standards  of  craftsman- 
ship from  mirror  polished  and 
lacquered  brass.  Base  of  decorative 
Italian  marble  surmounted  with 
mahogany  platform.  This  clock  has 
the  promise  of  rarity  and  investment 
potential. 
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1 870-1974 

M.  NEWMAN  LTD. 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 
and  The  Society  of  London  Art  Dealers 

43a  DUKE  STREET,  ST.  JAMES'S  1/5  RYDER  STREET,  LONDON,  SWi 

Telephone:  01-930  6068/9  Telegraphic  address:  NEWPIC,  LONDON,  SWi 


Amsterdam 

GEORGE-HENDRIK  BREITNER  (signed) 
Panel:  9  x  1  if  ins.  (23  x  30  cms.) 
Framed:  14J  x  17^  ins.  (37  x  44  cms.) 


Troupeau  de  moutons 
CONSTANT  TROYON  (signed) 
Panel :  13J  x  2i£  ins.  (35  x  54  cms.) 
Framed:  21  x  28^  ins.  (53  x  72  cms.) 
Collection:  Lt.  Col.  R.  A.  Henriques 


THE  PEKING  GALLERY 

CHINESE  WORKS  OF  ART 

A  CHINESE  VERY  FINE  WHITE  JADE  CARVING  OF  RIVERBOAT. 
CARVED  WOOD  STAND.  CHIA  CH'ING  PERIOD:  A.D.  1 796 - 1 820. 
LENGTH  91  INCHES  (23.5  CM). 

102  YORKVILLE  AVENUE,  TORONTO-ONTARIO,  M5R  1B9,  CANADA 

TELEPHONE  (416)  925  6197 

Wakefield-Scearce 

Cj^ll.OI"l^S  direct  importers 
Historic  Science  Hill,  Washington  Street 
Shelbyville,  Kentucky  40065     (502)  ME  3-1,382 
on  BOTH  main  roads  (U.S.  60  &  1-61, ) 
between  Louisville  and  Lexington 
Open  every  day  9  a.m.  —  5  p.m.  Closed  Sundays. 


English  mahogany 
horse-shoe  drinking  table, 
circa  1830. 
Height  29  inches. 
Length  67|  inches. 
Depth  34f  inches. 


Why  Not  Spend  A  Pleasant  Day  or  Two  in  the  Country? 

Located  in  Historic  Science  Hill,  one  of  the  oldest 
buildings  in  Kentucky,  Wakefield  Scearce  Galleries  in- 
vites you  to  visit  and  see  one  of  the  largest  collections 
of  fine  English  antique  furniture,  rare  and  unusual  sil- 
ver and  porcelain,  as  well  as  decorative  accessories. 

Come  and  enjoy  the  day,  then  lunch  or  have  dinner  at 
the  Inn  located  under  the  same  roof. 
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George  III  Old  English  Pattern  Table  Service  Date  1797-1810 

Made  by  John  Langlands  and  Dorothy  Langlands  of  Newcastle 

Service  for  18  persons  -  complete  with  2  Serving 
Spoons  and  3  Sauce  Ladles 

95  Pieces:  Weight:  131  oz. 
LONDON  SILVER  VAULTS    •    CHANCERY  LANE    ■    LONDON    .    WC2A  1QS 

'  Telephone:  01-242  3248-9 

Telegrams:  Walter  Strongrooms  London  WC2A  1QS 


JULIUS  BOHLER 

OLD  MASTER  PAINTINGS 
SCULPTURE  WORKS  OF  ART 


MUNICH 

Briennerstr.  25 

TELEPHONE:  MUNICH  (089)  555229 
TEL.  ADDRESS:  PAINTINGS 


VAN  HALL 

ANTIQUES  Ltd.  r\ 

A  hallmarked  silver  Georgian  tea  urn,  bright  \  \^ 

cut  London  1 789,  by  Samuel  Godbehere  &  \  ' 

Edward  Wigan,  weight  114  ozs.  \ 

1023  FORT  STREET  \ 

VICTORIA  x 
BRITISH  COLUMBIA 

CANADA  1 

Telephone  (604)  382-7643  I 
(604)  382-6242 

P 
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ORDER  FORM 


Limited  to  1500  Copies 

English  reactions  to  the  American  War 

A  portfolio  of  engravings  from  the  Print  room 
of  the  British  Museum.  Limited  to  1500  sets 
comprising  2-6  colour  illustrations  and  10  black 
and  white,  contained  in  a  handsome  teak 
coloured  hard  case,  each  reproduction  printed 
on  cream  paper  measuring  1  \  \"  x  14"  relates  to 
incidents  in  The  American  War  of  Independence 
(1775-81). 

Each  plate  has  been  personally  selected  from 
the  vast  library  of  the  British  Museum  by  Bevis 
Hillier,  Editor  of  The  Connoisseur  and  is  skil- 
fully introduced  by  De  Witt  Bailey  lately  of  The 
Armoury  of  the  Tower  of  London,  in  a  compre- 
hensive editorial  foreword. 

This  historical  record  of  some  of  the  political 
and  military  highlights  of  the  period  is  unique 
and  can  be  kept  either  for  its  academic  value 
alone  or  used  individually  for  decorative  pur- 
poses of  a  truly  exceptional  nature. 

Reservations  with  pre-payment  at  £15  + 
£1-50  VAT  +  50p  postage  and  packing,  can  be 
accepted  from  U.K.  readers  or •  $36-00  +  S4-00 
air-assisted  postage  from  readers  in  the  United 
States  of  America  and  Canada.  Continental 
Europe  and  elsewhere  £15-00  +  £2-00  postage 
and  packing.  In  all  cases,  cash,  cheques  and 
money  orders  must  be  made  out  to  The 
Connoisseur. 


VAT  No.  238  5874  23 


TO:  The  Connoisseur  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SW1V  1HF 

(Reg  Office)  Reg  No.  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur/British  Museum  Portfolio.  Amount  

Mr/Mrs/Miss   

Address  


White  Jade  Kylin  with  Cub,  Length  6  inches,  18th  Century. 

FAR  EAST  GALLERY 

134  YORKVILLE  AVENUE,  TORONTO,  CANADA 

Open  11  to  5     Monday  through  Saturday     Tel:  (416)  922-5559 


'a 


at 


4 


•  Archaic  Bronzes 

•  Early  Ceramics 

•  Dynastie  Porcelains 

•  Old  Jade  Carvings 

AGE  &  VALUE  GUARANTEED, 
FULL  REFUND  30  DAYS  & 
EXCHANGE  CREDIT  AFTER. 


FROM  OUR  COLLECTION  OF 
RUSSIAN  ICONS  AND 
WORKS  OF  AR  T 

A  Russian  Icon  of  The  Mother  of  Clod  of 
Kazan.  SS.  Nicholas  and  Paraskeva  in  side 
windows.  Egg  Tempera  on  wooden  panel. 
12  inches  by  10  inches.  Early  18th  Century. 

Catalogue  available  on  request 


Pull  anil  Pear 

MwtVtffttSi 

406  Linden  Avenue 
Wilmette,  Illinois  60091 
Telephone  (312)  256-6626 
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BY  APPOINTMENT 
TO  HER  MAJESTY  THE  QUEEN 
GOLDSMITHS.  SILVERSMITHS,  a  JEWELLERS 
ASPREY  a  COMPANY  LTD  LONDON 


BY  APPOINTMENT  TO 
H.M.  QUEEN  ELIZABETH  THE  QUEEN  MOTHEH 
JEWELLERS 
ASPREY  a  COMPANY  LTD.  LONDON 


An  early  silver  half-quarter-repeating 
Pocket  Watch  by  Gottfried  Torboch, 
Munchen.  The  silver  champleve  dial  with 
gilded  border  and  chased  centre;  the  gilded 
movement  with  pierced  scroll  pillars;  signed  on  the 
top-plate  and  with  elaborately  pierced  and  engraved  cock, 
chain  fusee,  original  verge  escapement,  repeating  to  the 
nearest  half-quarter  with  single  hammer  and  bell.  The  silver 
case  intricately  pierced  and  with  the  original  silver  outer  case, 
both  with  undamaged  'taille  douce'  engraving  on  the  back. 
Diameter :  4-8  cms.  Date  :  Circa  1 705 
Several  examples  by  this  maker  are  in  the  Bayerisches 
Nationalmuseum,  Munich. 


ASPREY  &  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 

alternative  entrance  at  22  Albemarle  Street.  London  W.1 
Telegrams:  Culleus  London  Telex:  251 10 


"Granada" 


Garcia  Y  Ramos 


Panel  size 
21  x  13" 


Outside  Frame 
25  x  20" 


"In  Toronto" 
Fine  paintings  by 
recorded  artists 

Including  works  by: 

Ladislaus  Bakalowicz,  S.  W.  Bakalowicz,  Charles  Baugniet, 

Berne- Bellecour,  Rosa  Bonheur,  Fabius  Brest,  F.  A.  Bridgeman, 

J.  B.  Burgess,  Alexander  Cabanel,  A.  Callcott,  D.  Y.  Cameron, 

Benjamin  Constant,  Edouard  Cortes,  Georges  Croegaert,  Bernard  de 

Hoog,  C.  Detti,  J.  Dupre,  Victor  Dupre,  Dietz  Edzard, 

Suzanne  Eisendieck,  Rudolph  Ernst,  Edouard  Frere,  E.  L.  Garrido, 

Th.  Gerard,  Frederick  Goodall,  R.A.,  Paul  Grolleron,  Andre  Hambourg, 

William  Lee  Hankey,  Heywood  Hardy,  J.  J.  Henner,  J.  R.  Herbert, 

Joseph  Highmore,  J.  J.  Hill,  Horace  Hooper,  Victor  Huguet, 

A.  Jacomin,  Gustave  Jacquet,  Aston  Knight,  Dame  Laura  Knight, 

Ivan  Kowalski,  Jean  Lazerges,  F.  van  Leemputten,  Franz  von  Lenbach, 

Henri  LeSur,  Emile  Levy,  Leon  I'Hermitte,  E.  Van  Marke,  Hans  van 

Meegeren,  J.  C.  Meissonier,  Franz  Moormans,  C.  L.  Muller, 

John  Pettie,  R.A.,  Alan  Ramsay,  Antonio  Reyna,  Lucio  Rossi, 

Ferdinand  Roybet,  W.  Dendy  Sadler,  James  Seymour, 

Abraham  Soloman,  Charles  Spencelaye,  Frans  Verhas,  Jareslav  Vesin, 

F.  W.  Watts,  and  others. 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1T8,  Canada 

Telephone:  921  -3522 
Area  Code:  416 


The 


Map  House 


A  very  decorative  map  of  the  World  by 
Henricus  Hondius  engraved  in  1641 
and  published  in  Amsterdam. 


54  BEAUCHAMP  PLACE, 
KNIGHTSBRIDGE,  LONDON  SW3 

Tel:  01-589  4325 


MALCOLM  FRANKLIN 


INCORPORATED 
126  EAST  DELAWARE  PLACE       CHICAGO,  ILL.  6061 1 
DELAWARE  7-0202 


An  important  Flight  period  Worcester  Tureen, 
cover  and  stand  with  blue  and  gold  decoration, 
fully  marked.  Dating  circa  1783-88. 
Member  of  tlie  National  Antique  and  Art  Dealers  Association  of  America 
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Anno  Domini 

66  Pimlico  Road,  London  swi 
Tel:  01-730  5496 

ljth,  18th  and  Early  igth  century  furniture, 
mirrors  and  decorative  items 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercohurs,  Drawings  and 
Engravings  of  all  Schools 

Albert  Amor  Ltd. 

37  Bury  Street,  St.  James's,  London  swi 
Tel:  01-9302444 

English  and  Continental  Porcelain 

Maria  Andipa's  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  lgth  Century 

Arcade 

28  Old  Bond  Street,  London  wi 
Tel:  01-493  1879 

Works  of  Art  from  Classical  Greece  to  the 
19th  century 

A.  Arditti 

12b  Berkeley  Street,  London  wi 
Tel:  01-629  0885 

Tapestries,  needlework,  textiles 

Barling  of  Mount  Street 

112  Mount  Street,  London  wiy  5 he 

Tel:  01-4992858.  Cables:  Bargro,  London  wi 

Early  English  and  Continental  furniture,  early 
European  and  oriental  works  of  Art 

Baxter 

191-193  Fulham  Road,  London  SW3 
Tel:  01-352  9826 

Fine  18th  century  English  Furniture 
Bentley  &  Co. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651/0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

N.  Bloom  &  Son 

153  New  Bond  Street,  London  wi 
Tel:  01-629  5060 

Antique  Silver  Jewellery,  Bronzes,  Objcts  d'  Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  w  1 
Tel:  01-429  4018/3397 

Chinese  Ceramics  and  Works  of  Art, 
Islamic  Pottery 

Brod  Gallery 

24  St.  James's  Street,  London  swi 
Tel:  01-839  3781/2 

Fine  Paintings  and  Drawings 


Bruford  &  Carr 

91  Mount  Street,  Mayfair,  London  wi 
Tel:  01-499  7644 

Antique  and  modern  domestic  silverware  and 
individualistic  jewellery 

W.  G.  T.  Burne 

11  Elystan  Street,  London  s W3 
Tel:  01-5896074 

English  and  Irish  glass  chandeliers,  candelabra  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 

Clarges  Fine  Art 

5th  floor,  1  Hanover  Street,  London,  wi 
Tel:  01-4370986. 

Watercolours ,  Drawings,  Oil  Paintings, 
British  School  igth  and  20th  centuries 

BY  APPOINTMENT 

William  Clayton  Ltd. 

38  Bury  Street,  St.  James's,  London  swi 
Tel:  01-930  1 173 

Fine  Chinese  jade  porcelain  and  works  of  art 
Edward  Cohen 

40  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  5180 

Fine  paintings 
Colnaghi 

14  Old  Bond  Street,  London  w  1 
Tel:  01-493  1943 

Fine  old  master  paintings,  drawings  and  prints 

Richard  Courtney 

1 14  Fulham  Road,  London  SW3 
Tel:  01-370  4020 

Fine  18th  century  English  furniture  and 
works  of  art 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel:  01-584  7566 

20th  century  masters,  neglected  painters 
younger  British  artists 

Drian  Galleries 

5-7  Porchester  Place,  London  W2 
Tel:  01-723  9473 
Modern  Masters 

Philip  Duncan  Ltd. 

Lowndes  Lodge,  28  Lowndes  Street, 
London  swi,  Tel:  01-235  I5I2/I5I3 
18th  Century  Furniture 
Porcelain  and  Works  of  Art 


Tom  Errington  Ltd. 

26  Sackville  Street,  London  w  1 
Tel:  01-43  7  2606 

Dealers  in  Chinese  Archaeology,  Bronzes  from  the 
Shang  Dynasty,  pottery  to  end  of  T'ang  Dynasty 

Ferrers 

9  Piccadilly  Arcade,  London  swi 
Tel:  01-493  6948 

French  Paintings  and  Drawings from  ijoo  to  igoo 
Victorian  Paintings  and  Art  Nouveau 

Fernandes  &  Marche 

17  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  6773 

18th  Century  Furniture,  English  gilt-wood  mirrors 
and  tables 

Fischer  Fine  Art  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5 1 16 

British  Art  of  the  18th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Franses  of  Piccadilly 

169  Piccadilly,  London  wi,  Tel:  629  2434/1935 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Victor  Franses  Gallery 

57jermyn  Street,  St.  James's  swi  Y  6lx 
Tel:  01-493  6284 

European  and  Oriental  rugs,  carpets,  tapestries, 
needleworks  and fne  works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-6292457 

i8th-igth  Century,  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry 

58Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
18th  and  igth  centuries 

Galerie  George 

96-98  George  Street,  London  wih  5RI 
Tel:  01-935  3322 

18th  and  igth  century  fine  English  and  Continental 
paintings.  Large  selection  at  competitive  trade  prices 


David  Geider  Gallery 

9  West  Halkin  Street,  London  swi 
Tel:  01-235  5623 

Dutch  17th  to  tgth  Century  Paintings  and 
English  18th  and  tgth  Century  sporting, 
landscape  and  marine  paintings 

Christopher  Gibbs  Ltd. 

1 1 8  New  Bond  Street,  London  w  1 
Tel:  01-629  2008/9 

English  and  Oriental  works  of  Art  and  Paintings 

Gimpels  Fils 

30  Davies  Street,  London  w  1 

Tel:  01-493  2488,  Cables:  Glimpelfils  London 

20th  Century  and  Contemporary  Paintings  and 
Sculpture 

Glaisher  &  Nash 

Lowndes  Lodge,  Cadogan  Place,  London  sw  1 
Tel:  01-235  2285 

18th  and  early  tgth  century  furniture  and 
works  of  art 

Grabowski 

84  Sloane  Avenue,  London  SW3 
Tel:  01-589  1868 

Contemporary  paintings  and  tapestry 
Richard  Green 

44  Dover  Street,  London  wi,  Tel:  01-493  7997 
Fine  Paintings 

Grosvenor  Gallery 

48-49  South  Molton  Street,  London  wi 
Tel:  01-629  0891 

20th  Century  Masters,  Contemporary  European, 
American  and  Chinese  Paintings  and  Sculpture 

Hallsborough  Gallery 

143  New  Bond  Street,  London  wi 

Tel:  01-499  1923,  Cables:  Pictorio,  London  wi 

Important  Old  Masters,  igth-20th  Century 
Paintings 

W.  R.  Harvey  &  Co.  (Antiques)  Ltd. 

67-70  Chalk  Farm  Road,  London  nwi 
Tel :  01-267  2767  and  01-485  1 504 

Specialists  in  18th  and  early  igth  Century  English 
Furniture,  and  works  oj  art 

Harvey  &  Gore 

4  Burlington  Gardens,  London  wix  ile 
Tel:  01-493  2714 

Antique  jewellery  and  silver,  Sheffield  Plate 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-9306821 

Italian  1  7th  and  1 8th  Century  Paintings, 
French  Paintings  of  the  Barbizon  School 


Heim  Gallery 

59jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London,  wiy  2NY.  Tel:  01-499  30^  1 

Antique  and  modern  jewellery  and  silver,  domestic 
silver  by  the  Hennells  from  1 737 

Herner  Wengraf 

62  South  Audlcy  Street,  London  w  1 
Tel:  01-629  0223 

Fine  Old  Masters  and  1  gth  Century  Paintings 

Hollingshead  &  Co. 

783  Fulham  Road,  sw6 
Tel:  01-385  8519 

Marble  or  Wood  Fireplaces  and  Crates.  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  works  undertaken 

Holmes 

29  Old  Bond  Street,  London  w  1 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modem 
silver 

George  Horan  (Oriental  Antiques)  Ltd. 

28  St.  Christopher's  Place,  Wigmorc  Street, 
London  wi,  Tel:  01-935  7359(01-622  5968 
after  7  p.m.) 

By  appointment  suppliers  to  the  Corps  Diplomatique 
Oriental  ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 

Howard  Antiques  Ltd. 

8  Davies  Street,  London  wi,  Tel:  01-629  2628 

Fine  Furniture,  Paintings,  Porcelain  and 
Works  of  Art 

Henry  Jacobs 

174a  Kensington  Church  Street, 
(entrance in  Kensington  Mall) 
London  w8,  Tel:  01-229  2988 

igth  Century  English  and  Continental  Paintings, 
Specialising  in  Dutch  Paintings  of  the  Romantic 
School 

Alan  Jacobs 

15  Motcomb  Street,  Bclgravc  Square, 
London  swi,  Tel:  01-235  5944 

Specialising  in  17th  Century  Dutch  and  Flemish 
Old  Master  Paintings 

William  Job 

84-86  Pimlico  Road,  London  swi 
Tel:  01-7307374 

Works  of  Art,  Early  English  and  Continental 
furniture,  objects  and  implements 


Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 
London  swi,  Tel:  01-235  6464  • 

Specialists  in  English  Paintings  of  the  18th  and  igth 
Centuries 

Kaplan  Gallery 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665 

igth  and  20th  Century  French  Paintings 
H.  W.  Keil 

27-29  Brook  Street,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

Brian  Koetser  Gallery 

38  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  6309 

Old  Master  Paintings  of  the  Dutch  and  Flemish 
Schools  16th- 1 7th  centuries 

Leonard  Koetser  Gallery 

13  Duke  Street,  St.  James's,  London  swi 
Tel:  01-9309348/9 

Dutch  and  Flemish  masters  of  the  16th- 17th 
Centuries 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 

Tel:  01-242  7624 

and  at  John  Dalton  House 

4 John  Dalton  Street,  Manchester  M2  6jp 

Tel:  061-834  2420 and  061-832  9036 

Buyers  and  exporters  of  antique  silver,  silver  plate 
and  jewellery 

Michael  Leach 

8  Holbein  Place,  London  swi 
Tel:  01-730 1957 

1 7th  and  1 8th  century  Oak  and  decorative 
oriental  items 

R.  A.  Lee 

1-9  Bruton  Place,  London  w  1 
Tel :  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 

Important  stock  of  early  works  of  art,  paintings, 

furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  wi,  Tel:  01-629  2250 
igth  and  20th  Century  French  Paintings 

Leger  Gallery 

13  Old  Bond  Street,  London  w  1 
Tel:  01-629  3538/9 

Old  Masters  of  the  European  schools  14th  to  igth 
Centuries  and  Early  English  Watcrcolours 

Leicester  Galleries 

22a  Cork  Street,  London  wi,  Tel:  01-437  8995 

Paintings,  Sculpture  and  Drawings  by  igth  and  20th 
Century  Artists 


Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Fine  quality  works  of  Art  for  the  small  collector, 
watercolours,  drawings,  oils 

Little  Winchester  Gallery 

36a  Kensington  Church  Street,  London  w8 
Tel:  01-937  8444 

Fine  Paintings  from  the  1  9th  Century  to 
Post  Impressionism 

J.  S.  Maas  &  Co.  Ltd. 

[5a  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  2302 

18th  and  19th  Century  English  Paintings, 
drawings  and  watercolours 

Bruce  McAlpine 

15c  Clifford  Street,  New  Bond  Street, 
London  w  1,  Tel:  01-7344202 

Ancient  Art  and  Oriental  Furniture 

Mallett  &  Son  (Antiques)  Ltd. 

40  New  Bond  Street,  London  w  1 

Tel:  01-499  741 1,  Cables:  MalJetson London 

Fine  English  and  Continental  Furniture  and 
ivorks  of  Art 

Mallett  of  Bourdon  House  Ltd. 

2  Davies  Street,  Berkeley  Square,  London  wi 
Tel:  01-629  2444/5,  Cables :  Mallethous  London 

Continental  Furniture  and  Objects  d'Art, 
Garden  Statuary  and  Furniture 

John  Manning  Gallery 

71  New  Bond  Street,  London  wr 
Tel:  01-629  4629 

Old  and  Modern  Drawings  of  the  English  and 
Continental  Schools 

Marlborough  Fine  Art 

39  Old  Bond  Street,  London  wi 
Tel:  01-629  5161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel:  01-629  5161,  Cables:  Bondartos 

Contemporary  Graphics  and  Multiples 
Mayorcas  Ltd. 

38Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-6294195 

Antique  Textiles,  Fine  European  Tapestries 
Roy  Miles 

95  Eaton  Place,  London  swi,  Tel:  01-235  4792 
Specialising  in  English  pictures  of  the  17th  and  18th 
Centuries,  also  Dutch  and  Flemish  Old  Masters 


John  Mitchell  &  Sons 

8  New  Bond  Street,  London  w  1 
Tel:  01-493  7567 

Old  Master  Paintings 

Hugh  M.  Moss  Rugs  Ltd. 

12  Bruton  Street,  London  wix  7AH 
Tel:  01-499  5625  and  1830 
Oriental  works  of  art,  especially  Chinese 
porcelain,  jades,  enamels,  furniture,  bronzes  and 
snu§  bottles 

Motif 

35  Connaught  Street,  London  W2 
Tel:  01-723  9477 

Multiples,  lithographs,  graphic  prints  and  posters 
by  leading  contemporary  artists 

M.  Newman  Ltd. 

43a  Duke  Street,  St.  James's,  London  swi 
Tel:  01-9306068 

Selected  paintings  and  drawings  of  the 
19th  and  20th  Century 

New  Grecian  Gallery 

3 1  Brook  Street,  London  wi 
Tel:  01-493  9350 

Early  Russian,  Greek  and  Middle  Eastern  icons. 
Important  Spring  and  Autumn  exhibitions 

Gerald  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

18th  and  igth  Century  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery ,  Jewellers  and 
Silversmiths  for four  generations.  Also  of  Harrogate 

O'Hana  Gallery 

13  Carlos  Place,  Grosvenor  Square,  London  wi 
Tel:  01-499  1562 

Paintings  and  Sculpture  from  the  19th  and  20th 
Centuries 

Omell  Galleries 

22  Bury  Street,  St.  James's  swi 
Tel:  01-839  4274 

Fine  19th  Century  paintings  at  realistic  prices 
Omell  Galleries 

49  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-839  4274 

20th  Century  and  Contemporary  Paintings  and 
John  Bentham-Dinsdale  "Clipper  Ships  and 
Sea  Battles" 

Hal  O'Nians 

6  Ryder  Street,  St. James's,  London  swi 
Tel:  01-930  9392 

Old  Master  Paintings  and  Drawings 


Parker  Gallery 

2  Albemarle  Street,  London  wi, 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

Oriental  Antiquities 

21  Barett  Street,  London  wi 
Tel:  01-629  3221 

Important  antiques  from  Tibet,  Nepal  and  India 
Marjorie  Parr 

285  Kings  Road,  Chelsea,  London  SW3 
20th  Century  Paintings,  Sculpture  and  Pottery 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
Tel:  01-493  3 16 1 
European  works  of  art 

Perovetz  Ltd. 

51-52  Chancery  Lane,  London  WC2 
Tel:  01-242  5857  and  5820 

Large  selection  of  Victorian  and  Georgian  silver  and 
Sheffield  plate 

David  Pettifer 

269  King's  Road,  London  SW3  5 en 
Tel:  01-352  3088 

18th  and  early  19th  century  English Jumiture 

Phillips  &  Harris 

57  Kensington  Church  Street,  London  w  8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
ivorks  of  art  including  paintings  and  bronzes 

Piccadilly  Gallery 

1 6a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 

British  Figurative  Painters,  International 
Symbolist  I  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 

Polak  (in  assn  Mandell's  Gallery) 

21  King  Street,  St.  James's,  London  swi 

Fine  Paintings  oj  the  English  and  Continental 
Schools  oj  the  19th  Century 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers 

Pratt  &  Burgess 

Melton  Court,  7  Old  Brompton  Road, 
London  SW7,  Tel:  01-589  5704 

1 8th  Century  Carved  Wood  and  Marble 
Chimney  Pieces,  Chandeliers  and  Lanterns 


Prudhoe  Gallery 

79  Duke  Street,  Grosvenor  Square,  London  wi 
Tel :  01-629  6272 

Contemporary  Paintings,  Sculpture  and  Graphics 

Bernard  Quaritch  Ltd. 

5-8  Lower  John  Street,  Golden  Square, 
London wi 

Old  and  Rare  Books  on  all  Subjects 
Redburn 

49  Brook  Street,  London  wi,  Tel:  01-629  54<5o 
Fine  English  and  French  1 8th  Century  Furniture 

Redfern  Gallery 

20  Cork  Street,  Burlington  Gardens, 
London  wi,  Tel:  01-734  1732 

Contemporary  English  and  French  Paintings 
William  Redford 

9  Mount  Street,  London  wi,  Tel:  01-629  1165 

Continental furniture,  bronzes, 
porcelain  and  works  of  art 

Howard  Ricketts 

180  New  Bond  Street,  London  wi 
Tel:  01-499  7357 

Fine  European  and  Oriental  Antiquities 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  wi,  Tel:  01-734  7984 

igth  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture 

Ross  Galleries 

1 8  Dover  Street,  London  w  1 
Tel:  01-629  0975/6 

English  and  Continental  Paintings  of  the 
1  gth  Century  School 

Rumens  Antiques 

1  Market  Street,  Woodstock,  Oxford 
Tel:8u6i8 

Paintings,  watercolours,  barometers, 
small  furniture  and  porcelain 

The  Rutland  Gallery 

29  Bruton  Street,  London  wi 
Tel:  01-629  0303 

English  Paintings  of  the  20th  Century. 
Also  European  and  American  Paintings 

Frank  T.  Sabin  Ltd. 

5  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-4990365 

igth  Century  Impressionists  and  Contemporary 
animal  sculpture.  Wildlije  and  sporting  paintings 


Robin  Symes 

3  Ormond  Yard,  Duke  of  York  Street, 
London  swi,  Tel:  01-9309856/7 

Ancient  Art 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings 
and  Silver 

Gerald  Spyer 

18  Motcomb  Street,  Belgrave  Sq.,  London  wi 
Tel:  01-235  3348 

18th  and  early  igth  Century  English  Furniture 
and  Objets  d'Art 

Stair  &  Company  Ltd. 

120 and  125  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1785/5270 

Fine  English  Furniture  and  works  of  art  oj  the 
1 7th  and  1 8th  Centuries 

Temple  Gallery 

4  Yeomans  Row,  London  SW3 
Tel:  01-589  6622 

Early  Greek  and  Russian  Icons 

H.  Terry-Engell  Gallery 

8  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  2606 

Old  Master  and  igth  Century  French  Landscape 
Paintings 

Temple  Williams 

Haunch  of  Venison  Yard,  Brook  Street, 
London  w  1,  Tel:  01-629  i486 

Specialists  in  Fine  Regency  Furniture 

Alan  Tillman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcombe  St.,  London  swi 
Tel:  01-235  8235.  Telex:  916151 

Antique  Paperweights  also  glass  from 

17th- igth  Centuries,  including  English  and  French 

Cameo  glass 

Arthur  Tooth  &  Sons 

3 1  Bruton  Street,  London  w  1 
Tel:  01-499  6741 

Old  and  Modern  Pictures  of  International  Value 
for  Private  Collectors  and  Public  Galleries 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

also  15  Ship  Street,  Brighton,  Sussex 

Important  stock  18th  and  early  igth  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5 161 

Sporting  and  Natural  History 
Pictures  and  Prints 


Dennis  Vanderkar  Gallery 

28  New  Bond  Street,  London  wi 
Tel:  01-499  6613 

Dutch  and  Flemish  Old  Masters 

Betty  &  Vera  Vandekar 

20  Motcombe  Street,  London  swi 
Tel:  01-235  63 17 

Oriental,  Continental  and  English  Porcelain 
pottery,  furniture  and  works  of  Art 

Joseph  &  Earl  D.  Vandekar 

138  Brompton  Road,  London  SW3 
Tel:  01-589  8481/3398 

Members  of  B.A.D.A.  and  C.I.N.O.A. 

Large  stock  oj  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 

Christopher  Wade  Gallery 

28  Bruton  Street,  London  wi 

Tel:  01-499  0298/9,  Cables :  Parnassus,  London 

Fine  Paintings  of  the  1  jth  and  1 8th  Centuries 
Works  by  Modern  Artists 

Wartski 

138  Regent  Street,  London  wi 
Tel:  01-7342038 

Fine  stock  of  Antique  Jewellery,  Silver, 
Smiff  Boxes  and  other  items.  Also  the  foremost 
specialists  in  Faberge 

Winifred  Williams 

3  Bury  Street,  St.  James's,  London  swi 
Tel :  01-930  4732/0729 

English  and  Continental  Porcelain 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629 0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

W.  H.  Wilson  Ltd. 

15  King  Street,  St.  James's,  London  swi 
Tel:  01-9306463 

Fine  Stock  oj  Antique  Silver 

Denys  Wrey  Ltd. 

45  Sloane  Street,  London  swi 
Tel:  01-235  1813/14 

Cables:  Dcnysant  London  swi 

18th  Century  Furniture  and  Restorations 

Douglas  Wright 

34  Curzon  Street,  London  wi 

Japanese  Lacquers,  Porcelain,  Jade  and 
works  of  Art 

Harriet  Wynter 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  books 


HEIM 

SUMMER  EXHIBITION  1974 

RELIGIOUS  AND  BIBLICAL  THEMES 
IN  FRENCH  BAROQUE  PAINTING 

29th  May  -  30th  August  1974 
Open:  Mondays  to  Fridays  9.30  -  5.30 

59  JERMYN  STREET,  ST.  JAMES'S 
LONDON,  SW1Y  6LX 

Tel:  01-493  0688  Cables:  Heimgal,  London,  S.W.I 

Also  in  Paris:  15  Avenue  Matignon,  Paris  VIII 


BIGGS 

of 

MAIDENHEAD 
(F.  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


1  7th  century  walnut 
stick  barometer  by 
Daniel  Quare,  No.  28 
circa  1  690. 
Reversible  (one  side 
engraved  in  English, 
the  other  in  French). 
Length  38^"  (98  cm). 


(Detail  of 
Barometer) 


Open  Tuesday  to  Saturday.  Closed  Monday 
Hare  Hatch  Grange,  Nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  8/9) 


-"Happy  and  kumfi  I  shall  be 
Gander  and  White  him  packee  me" 


GANDER  &  WH  ITE  LTD 

ANTIQUES,  FURNITURE 
and 

WORKS  OF  ART 
PACKED  AND  SHIPPED 
to  all  parts  of  the  world 

OVERSEAS  HOUSEHOLD  REMOVALS 

EMPRESS  PLACE,  LILLIE  ROAD 
LONDON  SW6  1TT 

0>381  0811,2  &  3  01-385  0309  j 
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HOLMES 

MEMBERS  OF  THE  BRITISH 
ANTIQUE  DEALERS'  ASSOCIATION  LTD 

DEALERS  IN  ANTIQUE 
SILVER  AND 
FINE  JEWELLERY 

(Left) 

An  Antique  Silver  Tea  Kettle  and  Stand 
made  in  London  in  1 804  by  John  Schofield 
during  the  reign  of  George  III. 

Weight:  81.75  Troy  ounces.  2542.7  Grammes. 
Capacity:  approx  6  pints.  The  Coat  of  Arms 
belongs  to  the  Earl  of  Youghal  & 
Castlemartyr. 


(Below) 

An  Antique  Silver  Four  Piece  Tea  Service 
Bright  Cut,  made  in  Edinburgh  in  1807  by 

James  McKay  during  the  reign  of  George  III. 

Comprising  Teapot,  Teapot  Stand,  Milk  Jug 

and  Sugar  Basin. 

Weight:  35.75  Troy  ounces 
1111.9  Grammes 


HOLMES  LTD.  29  OLD  BOND  STREET,  LONDON,  W.i 

Telephone  01-493  1396 


J.  B.  HASENCLEVER 
(1810  -  1853) 


1 


The  Wine  Cellar 

OIL  ON  CANVAS    10  x  14  ins. 
SIGNED  LOWER  RIGHT 


Jranklyn  S.  Gesner 

Fine  Paintings 


P.O.  BOX  3 

LARGO,  FLORIDA  33540 
TEL:  (813)  581-7131 


the 

twenty-fourth 

NORTHERN 

ANTIQUE 

DEALERS' 

FAIR 


This  year's  most  important  Fair 
in  the  British  Isles. 

THE  ROYAL  BATHS 
ASSEMBLY  ROOMS, 
HARROGATE 

THURSDAY,  12th  SEPT.  until  THURSDAY.  19th  SEPT.  1974 
(SUNDAY  EXCEPTED) 

will  be  officially  opened  by 

Brigadier  KENNETH  H  ARGREAVES,  C.B.E.,  T.D.,  LL.D., 
Lord  Lieutenant  of  West  Yorkshire 

at  2.30  p.m.  on  Thursday  12th  September 

The  fair  will  open  daily  from  11  a.m.  until  7  p.m.  excepting  Thursday,  I2th  Sep- 
tember and  Tuesday,  17th  September  when  the  fair  will  remain  open  until  9.30  p.m. 

All  exhibits  are  officially  approved,  and  those  sold  will  be  replaced  daily. 

ADMISSION:  FIRST  DAY  50p.  OTHER  DAYS  35p. 


A  Warwick  cruet  by  Sam  Wood,  London  1745-47  and  a  Coffee  Pot 

by  Avmc  Videau,  London  1747. 
Also  a  Capercaillie  8  inches  in  length  from  a  collection  of  British  birds 
and  animals  modelled  to  individual  order  by  Edwin  Johnson. 

12  BURY  ST  ■  ST.  JAMES'S 
LONDON  SWi  Y  6 Ah  ■  Tel:  01-930  Sjio 
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ISPANKY-MASTERPIECES 
IN  SCULPTURE 

Laszlo  Ispanky's  work  can  be  seen  today 
throughout  the  world. 
Prized  by  museums 
and  important  private  collections, 
sculptures  by  the  renowned 
Hungarian-born  sculptor 
also  grace  many  buildings  and  parks. 
Ispanky's  art  embraces 
a  variety  of  subjects 
and  finds  expression 
in  a  diversity  of  sculptural  media, 
including  bronze,  wood  and  stone. 

Represented  by 
GALLERY  OF  FINE  ARTS, 

d^„„:„„.„„  xr„..,  AO C  1  A 


ETRO 


80  EAST  11th  STREET 
NEW  YORK.  N  Y.  10003 

(212)  673-3510 


ENGLISH 
GOTHIC 


HEIGHT  18" 
LENGTH  49" 
DEPTH  151/2" 


Exporters  to  Europe 


lit  Hit 


RENAISSANCE 

'An  exceptional  wax  polish'  sold  in  association  with 
the  Connoisseur  Magazine 

Renaissance  is  a  professional  blend  of  refined  fossil-origin  waxes 
with  unique  cleaning  and  protective  qualities.  It  is  already  used 
in  many  parts  of  the  world  by  discriminating  experts.  This 
superlative  wax  polish  revives  and  protects  all  surfaces,  gently 
lifting  the  grime  of  antiquity  and  leaving  a  finish  delightful  to  see 
and  touch.  The  surface  glows  with  repeated  applications. 
Manufacture  and  sale  of  the  polish  beyond  the  sphere  of  pro- 
fessional restoration  has  been  specially  authorised  by  the  British 
Museum,  acknowledged  leader  in  conservation  research. 

Price  per  can,  including  packing, 
postage  and  (in  U.K.  only)  VAT 

U.S.A.  -  Air  Mail:  $7.25 

-  Surface  Mail:  $5.38 

Canada-  Air  Mail:  $7.63 

Surface  Mail:  $5.38 

U.K.  only  £1-82 

Europe  £2- 1 5 

Australia  -  Air  Mail:  £3-60 

Surface  Mail:  £2-15 

For  quantities  of  six  or  more  deduct  io%  overall. 

Order  Form:  To  The  Connoisseur,  Chestergate  House,  Vauxhall  Bridge  Road, 
London,  SW1 V  1HF.  (Reg.  Office.  Reg.  No.  112955  England). 

Please  send  me  by  airmail/surface  mail:  cans  of 

Renaissance  Wax  Polish  at  each,  less  10%  overall  deduction 

on  six  or  more  cans.  I  enclose  total  payment  of:  

Mr/Mrs/Miss    ^CT^vBCV 

Address  nrv^     \  *  »fi 


ANTIQUES  AND  WORKS  OF  ART 


Some  outstanding  examples  of 
English  Salt  Glaze,  in  color. 
Circa  1750. 


Cheques  and  money  orders  should  be  made  payable  to  THE  CONNOISSEUR 


Rowland's  Antiques 

Route  202  -  Route  413 
Buckingham,  Bucks  County,  PA.  18912 
Telephone:  (215)  794-7611 

Member  of  The  National  Antique  and 
Art  Dealers'  Association  of  America,  Inc. 
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Hennell 


Frazer  and  Haws 

Davies  Street,  Berkeley  Square,  London  W1 Y  2NY 


Goldsmiths,  Silversmiths,  Jewellers 


FOUNDtD  1736 


Telephone  01-499  3011 


Thomas  Hannam  and  John  Crouch  1765 

These  makers  were  noted  for  their  trays  and  salvers.  The  example 
illustrated  is  of  fine  quality  weighing  41.55  ozs,  14"  in  diameter, 
on  three  cast  scroll  and  leaf  feet.  It  has  a  particularly  finely  en- 
graved cartouche  enclosing  the  arms  of  Flood  impaling  Donovan 
of  Ballincalleh. 


The  marks  including 
the  makers'  engraving 
of  the  original  weight 
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FRANK  CARO 
GALLERY 


Stone  head  of  Buddha 
Javanese,  circa  13th  century 
Height  10f  inches 


FRANK  CARO  •  FRANCIS  CARO 
41  EAST  57th  ST..  NEW  YORK,  I*.  Y.  10022 
(212)  PL  3-2166 


Coalport  inkstand 
with  ink  pot,  sander 
and  single  candle 
holder  in  center. 
Applied  floral  and 
stem  decoration 
with  painted 
butterflies  on  white 
ground.  Size: 
11"Lx7"  W 
Circa:  1825 


Delft  charger  -  16J"  in  diameter.  Initials  on  back:  VF 


CHARLES  &  ANN  BAUMANN 
449  Westminster  Avenue, 
Elizabeth,  N.J.  07208. 

212-SA  2-6586  (weekdays) 

20J -EL  4-0535  (weekdays  and  evenings) 


J.  H.  Bourdon-Smith  Ltd. 

have  moved  to 

26A  CONDUIT  STREET, 
LONDON  W1R  9TA. 

Telephone  01-629  0434  &  01-499  0372 

Where  we  have  our 
collection  of  Antique  Silver 


A  fine  pair  of  Tea  Caddies  chased  in  Chinoiserie  style 
made  in  1745  by  Peter  Archambo,  engraved  with  the  arms 
of  Shafto  quartering  Widdrington  with  Jackson  in  pretence. 

One  of  the  items  illustrated  in  our  60  page  autumn  catalogue  - 
available  to  all  silver  collectors  on  request. 
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NEWHOUSE 

GALLERIES,  Inc. 

Established  1878 


19  East  66th  Street        New  York  City 

Telephone:  (212)  TR  9  -  2700      Cables:  EMAYENGAL 


Oriental  Antiquities  Ltd 


21  Barrett  Street 

London  W1M  5HP  01-629  3221 


'Brufokd\ 


91  MOUNT  STREET  •  MAYFAIR  •  LONDON  W1Y  5HG 
TEL:  01-499  7644 

By  appointment  your  family  jewellers  and  silversmiths 


Antique  Silver 
Sheffield  Plate 
Antique  Jewellery 


HARRY 

CHERNACK 

LTD. 

of  Edinburgh 


85  ROSE  STREET  '  PHONE  031-225  3038 


BRITISH  ANTIQUE^ 
EXPORTERS  LTD^ 

Wholesale  Exporters 
Packers 
&  Shippers 

New  Road  Industrial  Estate, 
Newhaven,  Sussex 

 TEL:  NEWHAVEN  (07912)  5561  (8  LINES). 
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Change  of  address: 

We  are  pleased  to  announce  the  opening  of 
our  new  showroom 


at 


74  Chancery  Lane,  London,  WCi 

(Corner  of  Chancery  Lane  and  High  Holborn) 

Where  we  look  forward  to 
welcoming  you 

from 
30th  July,  1974. 


H.  Perovetz  Ltd. 

74  Chancery  Lane  London  Silver  Vault 

London  Chancery  House 

WCi  London  WCi 

01-242  5857/5820 
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Sotheby's 

at  Gleneagles  Hotel,  Scotland 


Thursday,  29th  August,  at  6  pm 

Modern  Sporting  Guns  and  Fishing  Tackle 

Thursday,  29th  August,  at  9  pm 

Silver,  Porcelain,  Animalier  Bronzes  and  Tassie  Medallions  , 

Friday,  30th  August,  at  9  pm 

Nineteenth  and  Twentieth  Century  Scottish  and  Sporting  Paintings 

On  view  at  32-33  New  Bond  Street,  London  Wi  from  Monday,  5th  August  until  Friday,  16th  August 
On  view  at  Gleneagles  Hotel  from  Sunday,  25th  August  until  Thursday,  29th  August 


Sotheby's 

at  Gleneagles  Hotel;  Scotland 

Thursday,  29th  August,  at  6  pm  and  9  pm,  and  following  day,  at  9  pm 


MS 


A  bronze  figure  of  a  Bull,  after  Rosa  Bonlwtir,  signed  Rosa  B, 
French,  mid-itpth  century,  7  inches 


A  tassie  glass  paste  portrait 
medallion  of  Robert  Brown, 
signed  Tassie  F.  and  dated  1791 
inscribed  on  the  truncation 
Rob.  Brown  Aet.  72  W 
Cochran  del.,  5J  inches 


A  glass  paste  portrait  medallion  of 
Catherine  the  Great,  Empress  of 
Russia,  inscribed  on  the 
truncation  Maria.  F. 
2 1st  April  1789,  zh  inches 


A  pair  ot  Meissen  figures,  crossed  swords  in  underglaze-blue, 
mid-iyth  century,  19  inches 


A  George  II  Scottish  cinquefoil  cruet  frame,  by  Hugh  Gordon, 
Edinburgh,  1753,  ioj  inches 
A  pair  of  George  II  table  candlesticks,  by  John  Cafe,  1754,  8J  inches  high 


SHOWCASE 


William  Grundy 
London,  1769 

Height:  12  ins.  Weight:  36  ounces 

RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.I  01-493  435o 


Ten  thousand  square  feet 
of  Antique  Victorian  and 
Edwardian  Furniture. 
Trade  and  Export. 
Large  parking  area. 
Hughes  Brothers, 
Vanston  Place  and  Jerdan 
Place,  Fulham  Broadway 

London  SW6. 
Open  Monday  to  Saturday 
9  am  to  6  pm. 
Thursday  9  am  to  1  pm 
01-385  3183 


George  II  half-pint  mug  of  bellied  form  with 
attractively  engraved  coat-of-arms  and  mantling. 
London  1755  by  John  Swift.  Wt.  7  ozs. 


H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ. 
LONDON  S.W.I.  01-235  2978 


FIREARMS  U.50 

From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DlVISIO> 
CHESTERGATE  HOUSE. 
VAUXHALL  BRIDGE  ROAD,  SW1V  1H 


^replant  jfWanor 

in  the  village  of  Lustleigh 

(off  the  Bovey  Tracey-Moretonhampstead 
Road) 

in  the  county  of  Devon 

VICTORIAN  GLASS,  POTTERY, 
PORCELAIN,  SILVER,  COPPER 
AND  BRASS 

MONDAY-FRIDAY  2.30-5.30 
or  by  appointment 
(Lustleigh  326) 


TUTANKHAMEN 

Price  £3 

From  all  good  booksellers  or  from 
THE  CONNOISSEUR  BOOK  DIVISION, 
CHESTERGATE  HOUSE, 
VAUXHALL  BRIDGE  ROAD,  SWIV  1 1  IE 


S.  and  K.  Morris 

Six  Bells,  Pathlow, 
S  tra  tford-upon- A  von 
(on  the  A  3  4) 
Tel:  Stratford  4350 


Pre-Raphaelite  works  available  by: 
R.  Aiming  Bell,  F.  Madox  Brown, 

E.  C.  Burnc-Jones,  Louis  B.  Davis, 
W.  Holman  Hunt,  Edward  Lear, 

W.  H.  Millais,  G.  J.  Pinwell, 

F.  Caley  Robinson,  T.  M.  Rooke, 
F.  J.  Shields,  Simeon  Solomon, 

J.  Smetham. 
List  on  request. 


Queen  Mary 
Maidenhead  Spoon 
Makers  Mark  I.F. 
1555 


R.  E.  PORTER 
2  &  4  Post  Office  Rd 
BOURNEMOUTH 

Bournemouth  24289 


r 


George  I  Newcastle  cream  jug 
by  Francis  Baity,  172}.  Height  2'i  inches 

de  Havilland  (Antiques)  Ltd. 

41,  Old  Bond  Street, 
London,  W.l 
Tel.  01-493  4392 


CLOVER  HOUSE 

Books  for  Collectors 

P.O.  Box  798-D 
Calistoga.  Calif.  94515 

Books  about  antiques,  art, 
illustrated,  children's,  etc. 

Over  1,500  titles 
(old  and  new)  in  stock. 
FREE  search  service  for 
out-of-print  books  on 
all  subjects.  Send  wants. 
Catalogues  issued. 


Cotmofetfeur  Antique* 

(Peter  and  Queenie  Kaufmann) 

29  Meeting  House  Lane 
Brighton.  Sussex  BN1  1HB 


We  hold  one  of  the  most  comprehensive  collect 
ions  of  FINE  CARRIAGE  CLOCKS.  Your  en 
quiries  are  invited  by  'phone,  letter  or  personal  call 
GRAND  SONNERIES,  QUARTER  REPEAT 
ERS,  FINE  CASES  BY  BEST  MAKERS 
ALWAYS  IN  STOCK. 


FINANCE 

FOR 

IMPORTERS 


UP  TO 
180  DAYS 

Wt  piy  your  supplier  world  wide, 
and  drew  a  180  day  bill  on  you. 

Writ*  lor  full  details  today  advising 
.name  and  address  of  your  bankers. 

PHENSHIP 

CONFIRMING  HOUSE 

1  7  AMBROSE  AVE.,  LONDON  N.W.11, 
ENGLAND  PHONE  01-4585909 


CHINESE   ^^jjy^  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  and  toys. 

40  Great  Russell  Street,  London,  W.C.1 

(01-580  7538) 


GARRARD  WISH  TO  PURCHASE 

Jewellery  and  silver  by  Robert,  James  or 
Sebastian  Garrard.  Most  pieces  will  be  marked 
'Panton'  or  'Albemarle'  Street. 

GARRARD 

The  Crown  Jewellers 
112  Regent  Street,  London,  W1A  2JJ  Tel:  01-734  7020 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCAX>ILLY 
LONDON  W1V  ONP 
01-493  0657 


Eighteenth  Century  Gold  Boxes  of  Paris 

A  Catalogue  of  the  J.  ORTIZ-PATINO  Collection 

by  A.  KENNETH  SNOWMAN 
Together  with  the  Addenda  and  Errata  to  his 
Eighteenth  Century  Gold  Boxes  of  Europe 

with  a  foreword  by  Sir  Francis  Watson,  C.V.O.,  F.S.A.  155  PLATES  IN  COLOUR 
ROBSON  BOOKS,  28  POLAND  STREET,  LONDON  WiV  3DB  £8.50 


The  Connoisseur         Register  Advertisements 


FOR  SALE  MISCELLANEOUS 


Old  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  01-262  5439.  Walter  T. 
Spencer,  specialists  since  1 856, 47  Upper  Berkeley  Street,  London,  W.1 . 


Young  man,  24,  seeks  position  in  silver  dealing  firm.  Previously 
employed  by  premier  London  silver  dealer  before  attending  Works 
of  Art  course.  Available  immediately.  Reply  to  Box  Number  8697. 


"New  Gold  Coins".  Sovereigns  and  Kruger  Rands.  The  real 
answer  to  money  safety.  Any  quantity  available.  Bullion  Prices 
Clough  Ltd.,  3  The  Royal  Arcade,  Old  Bond  Street,  London 
W.1 .  Phone  or  write  for  free  details.  01  -493  1 077. 


Professional  Photographer  will  photograph  your  antiques,  anywhere 
01-274  2602;  Academy  Photos,  13/15  Shakespeare  Road,  London 
SE24  OLA. 


Antique  Maps  and  Prints:  Illustrated  catalogue  30p.  Richard 
Nicholson,  Wavecrest,  Menai  Bridge  Road,  Bangor,  Caernarvonshire. 


Fromanteel:  marquetry  longcase  clock,  month  movement,  alarm, 
latched  plates,  outside  locking  plate,  days  of  the  week  (in  Dutch),  date, 
signs  of  zodiac.  Circa  1  690.  Offers  to  Box  No.  8698. 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £1.15  each  (plus  3jp  postage).  From  The  Circulation 
Dept.  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London 
S.W.18. 


My  antique  phonograph  collection  consisting  of  rare  and  one  of  a  kind 
phonographs  is  for  sale.  I  also  have  some  scarce  horns.  In  addition,  I  have 
some  of  the  finest  specimens  of  the  lesser  known  early  series  models. 
Each  one  is  in  pristine  museum  condition.  Each  one  plays  and  each  one 
has  a  healthy  supply  of  records.  Write  for  particulars:  Evan  Blum, 
P.O.  Box  1 1  65,  Great  Neck,  N.Y.  1 1 023,  U.S.A. 


Exclusive  range  of  reproduction  Victorian  Pub  Mirrors.  Immediate 
delivery  £27.50  ea  (inc  VAT).  Full  range  and  details:  R.  Ellis,  The  Old 
Safety  Valve,  Forncett  St.  Peter,  Norfolk  NOR  84W.  Tel.  Long  Stratton 
30530. 


Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  by  special  authority  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  to  readers  of  THE  CONNOISSEUR,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can, 
including  postage  and  packing,  and  (in  UK  only)  VAT:  US  $6.50  (air) 
$5.38  surface  mail.  Canada  $6.88  (air),  $5.38  surface  mail.  Price  per 
can  UK  £1.82,  Europe  £2.15,  Australia  £3.20  (air),  £2.15  surface  mail. 
1 0%  discount  overall  discount  on  six  or  more  cans. 

'('Exceptional  .  .  .  unique  wax  polish'  —  The  Connoisseur,  Oct.  1970). 


"World's  Smallest  English  Dictionary."  Size  |"  xfx \",  384  pages. 
Printed  in  Glasgow,  Scotland,  by  Maclehose  and  Co.  Ltd.,  During 
19th  Century.  Particulars  and  Price.  C.  M.  Willox  or  V.  E.  Willox, 
80  Todd  Avenue,  Como  6152.  Western  Australia.  Phone  67-3516. 


Register  advertisements  are  15p  per  word  minimum  €2.25  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD.  LONDON,  SW1V  1HF.  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  the  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 
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JOHN  SCHOFIELD 


t&m  out, 


Pair  of  George  III  Silver  Cast  Candelabra 
by  the  celebrated  silversmith  John  Schofield. 
The  candlesticks  made  in  1788,  the  branches 
in  1790.  Height  18";  width  weight 
86  ozs. 

It  is  interesting  to  note  that  John  Schofield  was  one  of  the  few 
silversmiths  of  the  period  to  make  cast-candlesticks. 


S.  J.  SHRUBSOLE 


S.  J.  SHRUBSOLE  LTD. 
43  MUSEUM  ST. 
LONDON  WC1A  1LY. 
TEL  01-405  2712 

One  minute  from  the  British  Museum 

Member  of  the  British  Antique  Dealers'  Association 


S.  J.  SHRUBSOLE  CORP. 
104  EAST  57th  STREET 
NEW  YORK  10022 
TEL  0101-212-75-38920 

Member  of  the  National  Antique 
and  Art  Dealers'  Association  of  America 


A  highly  important  early 
Elizabethan  silver  gilt  standing 


cup  and  cover: 

by  Robert  Danbe  who  made 

the  standing  salt  at 

Corpus  Christi  College, 

Cambridge. 

Weight  1 1  oz  7  dwt. 

7±"  high  (19. i  cms). 


A  Marked  Improvement 


The  Connoisseur  docs  not  run  a  correspondence  column.  Like  an 
ocean  liner  whose  captain  refuses  to  have  a  'Crossing  the  Line' 
ceremony,  wc  no  doubt  deprive  ourselves  and  our  readers  of  some 
fun  and  at  least  an  equal  amount  of  trouble  and  tedium. 

However,  the  lack  of  a  letters  column  does  not  prevent  our 
receiving  learned,  cantankerous  or  ribald  letters.  One  of  the  most 
strongly  expressed  came  recently  from  Mr.  Ian  Harris,  managing 
director  of  N.  Bloom  &  Son,  a  leading  Bond  Street  dealer  in 
antique  gold  and  silver.  Mr.  Harris  is  incensed  by  the  new  method 
of  cataloguing  silver  adopted  by  Sotheby's,  Belgravia.  On  March 
21,  the  Belgravia  saleroom  announced  that  the  style  ot  their 
catalogue  descriptions  was  to  be  revised.  In  future  the  emphasis  was 
to  fall  on  the  silversmith  or  manufacturer  responsible  for  a  piece, 
rather  than  on  the  reign  in  which  it  was  made. 

Mr.  Harris,  who  calls  Sotheby's  statement  'as  pretentious  an 
announcement  as  I  have  seen  in  a  long  time,  so  complicated  in  its 
efforts  to  explain  the  new  system  that  I  lost  patience  with  it  half 
way  through',  accuses  Belgravia  of  attempting  the  inflate  the  price 
of  nineteenth-century  silver  'by  trying  to  persuade  collectors  that 
the  craftsmen  who  made  it  were  artists  rather  than  artisans'.  Mr. 
Harris  continues. 

Regrettably,  not  more  than  a  handful  of  nineteenth-century 
silversmiths  ever  had  an  original  idea.  The  rest,  when  they  were  not 
copying  each  other,  sometimes  employed  designers,  and  a  very  few 
were  enlightened  enough  to  give  their  designers  their  due.  It  is  these 
designers,  some  well-known  hut  most  anonymous,  who  deserve  the 
credit  for  the  many  innovations  of  the  period.  In  a  very  few  senses  can 
the  man  whose  mark  is  on  a  piece  of  silver  be  said  to  be  the  maker  of  it, 
since  all  successful  silversmiths  employed  scores  or  hundreds  of 
workmen,  each  with  his  own  speciality,  be  it  raising,  mounting, 
embossing,  engraving,  piercing  or  whatever.  The  'maker'  was  in  most 
cases  proprietor ,  general  manager,  administrator,  accountant  and  sales 
representative  all  in  one,  and  seldom  wielded  a  hammer  himself. 
Yet  it  is  to  these  honest  tradesmen  that  Sotheby's  are  trying  to  lend  a 
spurious  significance  by  investing  them  with  the  mantle  of  the  artist, 
who  personally  conceives,  creates  and  carries  through  a  work  oj  art. 
Sotheby's  Belgravia  feel  that  Mr.  Harris's  complaint  is  miscon- 
ceived. Mr.  John  Culme,  their  silver  expert,  says  that  the  main 
purpose  of  the  new  method  of  cataloguing  is  to  increase  the  accur- 
acy of  the  catalogue.  He  gives  two  examples  of  the  way  this  will  be 
achieved. 

Until  comparatively  recently,  the  maker's  mark  (LA.  had 
always  been  read  as  'George  Angcll'.  By  research  at  Goldsmiths 
Hall,  Mr.  Culme  found  that  not  only  were  the  initials  those  of 
George  Adams,  but  that  Adams  was  merely  the  managing 
director  of  Chawner  &  Co.  William  Chawner,  who  founded  the 
firm,  died  in  1834,  leaving  the  business  to  his  widow  Mary,  who 
entered  her  mark  at  Goldsmiths'  Hall.  Then  in  1840  she  entered  a 
joint  mark  with  G.  W.  Adams,  presumably  her  foreman.  Mary 
Chawner  'vanishes'  -  dies  or  retires  -  but  the  business  goes  on  as 
Chawner  &  Co.  So  in  future  a  characteristic  piece  from  this  firm 
will  be  catalogued  as  'a  chawner  &  CO.  mug  .  .  .  maker's  mark  of 
George  Adams  of  Chawner  &  Co.,  Loudon  .  .  .'. 

The  other  example  is  of  a  piece  bearing  the  mark  of  )ohn  Bridge. 


Mr.  Culme  says:  'To  say  that  a  piece  bearing  the  mark  of  John 
Bridge  is  by  fohn  Bridge  is  arrant  nonsense:  he  was  just  the  man- 
aoins  director  of  Rundcll,  Bridge  and  Rundell'.  The  firm  was 
founded  by  William  Pickett  in  the  1750s,  in  partnership  with 
William  Thead.  Thead  retired.  Pickett,  who  was  more  interested 
111  politics  than  in  the  business,  and  indeed  became  Lord  Mayor  ot 
London,  employed  Philip  Rundell,  a  garnet-setter  trained  in  Bath, 
as  his  shopman  on  Ludgate  Hill.  Rundell  effectively  ran  the  busi- 
ness. Bridge,  who  had  also  been  apprenticed  in  Bath,  came  to 
London  to  make  his  fortune  and  was  employed  by  Pickett  and 
Rundell.  He  did  make  his  fortune.  By  the  end  of  the  eighteenth 
century  the  company  was  known  as  'Rundell  and  Bridge'.  A  little 
later,  Rundell  took  in  his  nephew,  Edmund  W.  Run°ell,  and  t]lc 
firm  became  known  as  'Rundell,  Bridge  and  Rundell'.  By  1807, 
with  a  flourishing  jewellery  manufacture,  they  decided  to  employ 
Paul  Storr,  who  became  a  director  and  ran  their  Dean  Street,  Soho, 
plate  workshops.  Other  workshops  in  Greenwich  were  run  by 
Benjamin  Smith  from  about  1802.  Most  auction  houses  still 
catalogue  pieces  bearing  Storr's  mark  as  'by  Paul  Storr".  A  typical 
Sotheby's  Belgravia  description  will  now  be:  'a  rundell,  bridge 
&  rundell  mug  .  .  .  maker's  mark  of  Paul  Storr  of  Rundell,  Bridge  & 
Rundell'.  The  intention  is  not  to  'lend  a  spurious  significance'  to 
'honest  tradesmen'  by  'investing  them  with  the  mantle  of  the 
artist',  but  simply  to  make  it  clear  that  there  is  no  proof  that  Storr 
himself  had  any  personal  hand  in  a  piece  bearing  his  mark. 

Mr.  Harris  has  other  grievances  against  Sotheby's,  Belgravia. 
They  have  been  'well  to  the  fore  in  creating  a  remarkable  mystique 
around  perfectly  ordinary  nineteenth-century  artefacts'.  They  have 
encouraged  private  buyers  'to  patronise  the  salerooms  directly, 
thus  bypassing  dealers,  although  it  is  dealers  who  have  placed  the 
London  salerooms  in  the  paramount  position  they  occupy  today'. 
He  detests  the  Belgravia  printed  price  estimates: 

At  a  time  when  these  were  not  so  readily  available,  asking  for  them 
usually  meant  personal  contact  with  a  member  of  the  saleroom  staff, 
who  could  proffer  a  little  advice  at  the  same  time.  Dealers  shouldn't 
need  estimates  -  they  make  up  their  own  minds  by  combination  of 
intuition,  experience,  and  knowledge  oj  market  conditions. 
Nevertheless ,  dealers  can  now  be  seen  poring  over  the  estimates  to  sec 
which  lots  they  may  be  able  to  buy  -  these  being  the  few  which  they 
value  above  the  saleroom's  estimated  prices.  ...///  most  cases  a  private 
buyer,  or  perhaps  a  trader  with  not  too  much  confidence  in  his  own 
judgment,  will  swallow  the  salerooms'  estimate  hook,  line  ami  sinker. 
Perhaps  Mr.  Harris's  most  telling  point  is  his  quarrel  with 
Belgravia  over  their  reluctance  to  give  details  of  condition. 
Sotheby's  answer  is  that  catalogues  would  have  to  be  about  twice 
as  long  it  proper  details  of  condition  were  given;  that  anyone  can 
obtain  .111  opinion  on  condition  by  asking;  and  that  foreign  buyers 
frequently  rely  on  London  dealers  to  judge  for  them,  and  in  this 
ease  Mr.  Harris  and  his  fellow  dealers  benefit  by  commission.  We 
feel  with  Mr.  Harris  that  this  situation  is  not  entirely  satisfactory; 
that  it  is  not  enough  for  Sotheby's  to  absolve  themselves  of  res- 
ponsibility tor  condition  by  a  bleak  clause  in  the  Conditions  of 
Sale;  and  that  some  indication  of  condition,  however  meagre, 
would  be  better  than  none. 
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THE  WAVERTREE  BEQUEST 
OF  RAGING  TROPHIES 


at  The  Walker  Art  Gallery,  Liverpool.  Part  ! 
Arthur  Grhnwade 


In  1933  died  the  first  and  only  Baron  Wavertree,  one  of  the  greatest  figures  of  the  English 
turf  of  his  day  (No.  1).  In  his  will  he  bequeathed  his  extensive  collection  of  silver  racing 
trophies  to  the  Walker  Art  Gallery  of  Liverpool  founded  by  his  lather,  Sir  Andrew 
Barclay  Walker,  first  Baronet.  William  Hall  Walker  born  in  1856,  was  the  third  son  of 
Sir  Andrew  of  the  brewing  family  of  Liverpool.  From  his  schooldays  at  Harrow  he  proved 
a  natural  sportsman  in  many  fields,  as  yachtsman,  deer  stalker  or  in  the  hunting  field. 
By  the  age  of  twenty-one,  to  the  disapproval  of  his  father  who  abhorred  racing  and  any 
form  of  gambling,  he  had  begun  a  career  as  amateur  pony  rider  and  won  one  hundred  and 
twenty-seven  races  in  thirteen  years.  From  riding  himself  it  was  a  natural  step  to  race- 
owner  and  breeder.  Success  followed  success  from  'The  Soarer'  winning  the  Grand  National 
1.  Lynwood  of  1896,  through  the  breeding  of  Minoru,  winner  of  the  1909  Derby  for  Edward  vii,  to  his 

//j'nr"://!!  ! m final  w*n  *n  tne  saddle  at  tne  age  of  fifty-four  of  the  House  of  Commons  Lightweight 
Buttercup.  1913.  Point  to  Point  in  1910. 


His  greatest  claim  to  tame,  however,  was  perhaps  his 
gesture  in  offering  to  the  Government,  at  its  own 
valuation  and  with  the  personal  gift  of  a  large  number 
of  horses,  his  Irish  Stud  at  Tully  and  the  training  estab- 
lishment at  Russley  Park  in  Wiltshire  as  the  foundation 
of  the  National  Stud  in  19 16.  He  was  raised  to  the 
peerage  in  1919  and  in  the  same  year  elected  to  the 
Jockey  Club  -  surprisingly  late,  it  seems  for  one  who 
had  been  so  eminent  a  figure  in  British  racing  for  so 
long.1 

It  would  appear  that  a  tew  years  after  he  commenced 
his  pony  racing  career,  Walker  began  the  practice  of 
commemorating  his  successes  by  acquiring  pieces  of 
antique  silver,  either  English  or  foreign,  and  adding 
inscriptions  either  on  the  actual  piece  or  on  plinths 
made  for  them  to  record  one  or  more  wins.  The  whole 
collection  numbers  ninety-four  items  including  four 
pairs  of  mugs  and  other  pieces.  While  most  of  the 
pieces  were  well  chosen  and  in  both  English  or  Conti- 
nental examples  of  considerable  interest,  he  was  also  at 
other  times  either  badly  advised  or  incautious  in  his 
patronage,  since  the  collection  does  in  fact  contain  a 
considerable  number  ot  English  fakes  which,  as  an 
awful  object  lesson,  I  shall  discuss  in  my  third  article 
on  the  collection. 

This  first  article  will  be  concerned  with  the  genuine 
English  pieces.  In  these,  as  indeed  throughout  the 
collection,  Walker's  taste  ranged  wide  and  it  might 
perhaps  be  assumed  that  his  aim  was  to  assemble  a 
representative  group  of  pieces  to  illustrate  design  and 
style  from  the  reign  of  Charles  II  to  George  IV,  with 
the  accidental  addition  of  prize  cups  designed  for  the 
particular  race  or  in  one  case  a  commission  to  a  prom- 
inent artist  of  the  day  to  celebrate  his  first  great  win. 
Since  we  have  already  mentioned  this,  let  us  reverse  the 
chronological  order  of  the  English  pieces  and  present 
Adrian  Jones'  Statuette  of  'The  Soarer',  made  for  the 
fortunate  owner  to  celebrate  his  Grand  National 
triumph  of  1896.  This  beautifully  alert  representation 
of  a  Champion-why  do  'chasers  always  strike  the  non- 
racing  author  as  more  characterful  than  their  flat- 
racing  counterparts?  -  was  produced  by  Lucius  Movio 
from  the  sculptor's  model  and  stands  nineteen  inches 
high,  weighing  no  less  than  two  hundred  and  two 
ounces.2  The  modelling,  particularly  the  veining  of  the 
legs,  is  beyond  criticism  and  the  figure  deserves  a  high 
place  in  the  regards  of  enthusiasts  for  animalier  sculp- 
ture (No.  2). 


2.  Adrian  Jonis 
The  Soarer.  1896. 
Height  19  inches. 


3.  Silver-gilt  cup  by 
John  White,  173 1. 
Height  io{  inches. 


4.  Silver-gilt  cup  by 
Lewis  Pan  tin,  1744. 
Height  16  inches. 


As  one  might  expect  in  a  collection  of  racing  tro- 
phies, the  most  prominent  group  -  though  not  in 
itself  necessarily  of  the  greatest  interest  -  consists*of 
fifteen  two-handled  covered  cups,  mostly  gilt,  from 
the  George  II  period  to  modern  examples.  The  earliest 
is  that  by  John  White,  173-1  (No.  3)  which,  somewhat 
surprisingly,  perhaps  because  it  was  originally  made  as 
a  pair  to  an  earlier  example  as  sometimes  happened,  is 
decorated  with  plain  and  chased  strapwork  in  the 
Queen  Anne  manner.  The  well-balanced  proportions 
of  the  body  and  cover  are  strikingly  emphasised  by  the 
exceptionally  large  baluster  finial.  John  White,  whose 
best  work  stands  worthy  comparison  with  the  Hugue- 
not school  of  his  day,  was  apprenticed  to  Robert 
Cooper  in  171 1  and  became  free  in  1719,  working 
until  at  least  1739.  An  almost  identical  but  slightly 
larger  cup  by  him  of  1733  is  in  the  plate  of  the  Drapers' 
Company,  but  enhanced  by  flat-chasing  bordering  the 
straps  and  by  lively  rococo  scrollwork  below  the  lip.3 
1  [e  is  also  represented  by  a  fine  inkstand  of  1730  in  the 
Farrer  Collection  in  the  Ashmolcan  Museum.  Next  in 
date  in  the  collection  comes  an  outstanding  rococo 
example  by  Lewis  Pantin  ot  1744  (No.  4).  This  cele- 
brates the  victory  of 'The  Soarer'  in  the  Grand  National 
of  1896,  also  commemorated  by  the  statue  already 
described.  The  cup  itself  can  scarcely  have  been  design- 
ed as  a  race  cup  originally  but  rather  as  a  superb  piece 
of 'sideboard  plate",  decorated  with  two  bacchanalian 
panels,  each  of  three  putti  and  a  goat  and  smothered 
all  over  with  a  welter  of  scrollwork,  flowers  and  shell- 
work,  flanked  by  the  surprising  detached  handles  ter- 
minating in  animal  masks  which  can  only  be  described 
as  resembling  a  cross  between  poodles  and  benevolent 
lions!  Considering  the  undoubted  trouble  and  expense 
of  producing  the  moulds  and  castings  for  this  exotic 
creation,  it  is  not  surprising  to  find  another  identical 
cup  by  the  same  maker  of  the  same  year  -  perhaps 
originally  produced  as  a  pair  -  which  appeared  at 
auction  in  193  1  .A 

As  a  complete  contrast  to  the  last  cup  come  next  two 
by  the  same  maker  William  Holmes  of  1775  and  1776, 
both  expressions  of  the  highest  refinement  of  the  classi- 
cal Adam-inspired  taste  of  the  day  (No.  5).  Each  has 
egg-shaped  body  and  cover  decorated  with  shallow 
matted  flutes  and  similar  entwined  serpent  handles,  the 
earlier  enriched  with  a  frieze  of  drapery  and  acorn 
finial  while  the  second  has  raised  bands  of  husks,  a 
frieze  of  lyre-shaped  scrolls  and  bold  pineapple  finial. 
This  is  engraved  on  the  foot  with  the  arms  of  M'Don- 
nell  impaling  Morres  for  Randel,  sixth  Earl  ot  Antrim, 
who  had  married  in  1774  Letita  eldest  daughter  of  the 
first  Viscount  Mountmorres.  The  earlier  cup  is  en- 
graved with  an  unidentified  monogram  J. G.,  obviously 
contemporary. 

After  these  examples  of  the  Adam  style,  we  come 
next  in  the  collection  to  a  group  of  seven  cups  ranging 
in  date  from  1797  to  1832  and  mostly  ot  the  Roman 
Campana  vase  form  of  which  the  most  imposing  is 
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that  by  Paul  Storr  of  1812  (No.  6)  with  its  somewhat 
uncharacteristic  intricate  tendril  handles.  The  applied 
laurel  wreaths  on  the  centre  of  the  body  suggest  a  space 
for  prize  inscriptions,  although  these  arc  now  blank, 
perhaps  because  the  original  inscription  was  erased  on 
or  before  it  entered  Wavertrec's  collection,  although 
it  may  in  fact  never  have  been  engraved  at  all.  Such 
cups  when  still  in  the  possession  of  the  descendants  of 
the  original  winner  arc  often  engraved  with  the  name 
of  the  race  on  one  side  and  the  winning  horse  and 
owner  on  the  other,  hence  the  occurrence  of  two 
wreaths  to  define  the  space.  Two  other  cups  from  this 
group  arc  illustrated  in  No.  7,  one  by  the  firm  ot 
Joseph  Craddock  &  William  Rcid  1 820,  the  other  1 826, 
probably  by  John  Angell.  As  might  well  be  expected 
these  show  a  rather  more  pedestrian  interpretation  of 
the  Campana  form  than  that  achieved  by  Storr's  work- 
shop and  interestingly  underlining  the  superiority  of 
the  Litter's  work  in  balance  and  proportions  as  well  as 
in  the  quality  of  the  tooling. 

Among  the  modern  trophies  actually  designed  for  1 
particular  race  the  most  important  is  The  Manchester 
Gold  Cup  of  1908  won  by  Polar  Star  (No.  9),  which, 
although  admittedly  a  much  debased  version  of  a 
Renaissance  ewer  is  embellished  with  a  lively  and  well- 
executed  race  scene.  Polar  Star,  bred  at  the  Tully  Stud, 
was  one  of  Walker's  most  successful  horses  of  the 
period,  also  winning  the  Two  Year  Old  Free  Handicap 
and  Gimcrack  Stakes  in  1906,  and  the  Kempton  Park 
Jubilee  Stakes  in  1907  at  the  heaviest  weight  for 
twenty  years.  The  cup  Walker  bought  to  celebrate 
this  last  race  was  a  silver-gilt  vase  and  ewer  in  the 
Charles  II  taste  made  by  Robert  Garrard  in  1845,  an 
interesting  example  of  an  early  reproduction  of  a  style 
nearly  two  hundred  years  old. 

We  must  pass  now  to  some  of  the  pieces,  other  than 
cups,  which  Walker  chose  from  time  to  time  to  cele- 
brate his  successes.  The  earliest  of  these,  which,  having 
no  inscription  or  accompanying  plinths  have  lost  their 
association,  is  the  extremely  rare  pair  of  Charles  II 
Recusant  Catholic  altar  vases  of  1670  (No.  8).  For  many 
decades  from  the  start  of  the  study  of  English  silver,  the 
existence  of  English  Recusant  church  plate  was  virtual- 
ly unknown  and  certainly  completely  ignored  in  Sir 
Charles  Jackson's  History  and  it  was  not  till  the  publi- 
cation of  Charles  Oman's  English  Chnrcli  Plate  in  1957 
that  any  corpus  of  such  pieces  was  available  to  the 
student.  At  that  time,  the  author  recorded  only  a  set  of 
four  altar  vases  of  1725  at  Wardour  Castle  and  con- 
sidered they  were  probably  the  only  surviving  one's 
before  the  nineteenth  century.  The  Walker  examples 
are  therefore  of  considerable  importance  in  the  docu- 
mentation of  such  specialised  pieces.  They  are  clearly  of 
Italian  inspiration  and  were  probably  copied  from 
others  from  that  country  in  English  Catholic  possession 
at  the  time.  It  is  interesting  to  note  that,  in  spite  of  the 
full  decoration  of  the  backs  of  the  bodies,  the  handles 
while  chased  for  the  front  view  are  merely  engraved 


id/ 


243 


The  Wavertrce  Bequest  oj  Racing  Trophies 


behind  as  a  compromise.  Strange  'stable  companions', 
surely,  for  the  other  more  orthodox  trophies  in  the 
collection. 

Of  about  the  same  date,  though  unmarked,  is  the 
important  Charles  II  oval  dish  no  fewer  than  twenty- 
one  inches  wide  (No.  10).  With  its  four  handles  it 
belongs  to  a  small  group  of  such  dishes,  some  with 
central  classical  subjects  and  others  surviving  from  the 
Lord  Mayor's  salvers  given  annually  at  this  time  by  the 
congregation  of  Bcvis  Marks  Synagogue  to  the  first 
citizen  of  London.  In  this  example  the  central  floral 
cartouche  contains  a  later  coat-of-arms,  that  of  Cecil 
impaling  Burrell  for  Henry,  first  Marquess  of  Exeter, 
who  married  in  1800  Elizabeth,  daughter  of  Peter  Bur- 
rell  and  herself  Dowager  Duchess  of  Hamilton.  The  dish 
emerged  from  Burghlcy  at  a  sale  at  Christie's  in  June 
1888  and  must  have  been  acquired  almost  at  once  by- 
Walker  since  the  rim  is  engraved  with  a  lengthy  inscrip- 


tion commemorating  no  fewer  than  four  races  won  that 
year  by  the  redoubtable  Dorothy  ridden  by  her  proud 
owner.  They  were  the  Hurlingham  Pavilion  Cup,  the 
Aldershot  Open  Pony  Race,  the  Ranelagh  Kit  Cat 
Stakes  and  the  Hurlingham  Ladies'  Cup,  names  which 
conjure  up  Tissot-likc  pictures  of  Victorian  beauties 
with  leg-of-mutton  sleeves  and  lace  parasols  sitting 
under  cloudless  skies  clapping  with  kid-gloved  hands 
the  handsome  winner  as  he  came  forward  to  claim  his 
prize. 

To  conclude  this  survey  of  the  English  pieces  in  the 
collection  we  have  two  groups  of  small  mugs,  a  por- 
ringer and  tumbler  cup  (Nos.  11  and  12).  The  earliest 
of  these  is  the  plain  Charles  II  porringer  of  1672  bearing 
the  maker's  mark  WG,  commemorating  yet  another 
win  of  the  redoubtable  Dorothy  -  the  Manchester 
Open  Pony  Race  of  1890.  To  the  right  of  the  porringer 
is  a  William  ami  Mary  mug  with  chinoiscric  decor- 
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1 1 .  Left.  Mug  by 
William  Keatt,  1698. 
Height  4  inches. 
Centre.  Porringer, 
1672. 


Height  3 1  inches. 
flight.  Mug,  1689. 
Maker's  mark  T.C. 
in  monogram. 
Height  4  inches. 


12.  Left  and  Right. 
Pair  of  silver-gilt 
mugs  by  Nathaniel 
Locke,  1703. 
Height  3  J  inches. 
Centre.  Tumbler  Cup, 
c.  1695,  maker's  mark 
E.B.  with  mullets. 
Height  2\  inches. 


ation  of  birds  and  foliage,  won  by  the  same  mare  as 
the  Tradesmen's  Plate  at  Cheltenham  1889  and  on  the 
other  side  a  fluted  mug  by  William  Keatt  1698,  again 
the  commemoration  of  Dorothy's  victory  in  the 
Ladies'  Plate  at  Monmouth  in  1888.  The  other  group 
(No.  12)  shows  a  pair  of  Queen  Anne  gilt  mugs  by 
Nathaniel  Locke  1703,  recording  Dorothy's  wins  at 
Manchester  in  1889  of  the  Optional  Selling  Race  and 
The  Club  Race.  The  tumbler  cup  in  the  centre  en- 
graved with  the  arms  of  Skipwith  dates  from  about 
1695  and  bears  a  maker's  mark  EB  in  heart-shaped 
punch  with  mullets  above,  which  is  perhaps  an  un- 
recorded mark  of  Eli  Bilton  of  Newcastle.  This  records 
the  victory  of  Dorothy  for  the  Members'  Race  at 
Staines  in  1889.  Altogether  there  are  no  fewer  than 
thirty-two  pieces  in  the  collection  commemorating  the 
wins  of  this  gallant  little  mare,  others  of  which  I  shall 
illustrate  in  the  following  articles  on  the  collection. 


NOTES 

1 .  For  this  sketch  of  Walker's  turf  history  I  am  indebted  to  the 
article  'Lord  Wavertree'  by  Michael  Seth-Smith  in 

The  British  Racehorse.  June  1970. 

2.  Movio,  hitherto  unknown  to  me,  entered  his  mark  at 
Goldsmiths'  Hall  in  1 894,  signing  as  Lucius  but  entered  in 
the  Register  as  Louis,  at  37  Octavia  Road,  Battersea.  He 
first  appears  in  the  Battersea  local  directory  at  this  address 
in  1892  and  in  the  rate  books  as  Lewis  Movio,  occupier 
rather  than  owner.  He  disappears  from  the  directories  in 
1902.  It  is  possible  he  is  connected  or  identical  with  Latino 
Movio,  Chaser,  36  Great  Pultcney  Street  in  the  P.O. 
Directory  for  1900. 1  am  indebted  to  Mr.  R.  A.  Shaw, 
Local  History  Librarian  of  the  Borough  of  Wandsworth 
tor  this  information. 

3.  It  is  interesting  to  note  that  the  Drapers'  Cup  is  a  copy  of 
one  by  David  Willaume  1708  in  the  same  Company's 
possession,  thus  supporting  the  theory  advanced  above 
that  the  Wavertree  Cup  is  also  a  copy  of  an  earlier  example. 

4.  Sotheby's  March  19, 193 1.  Lot  145.  Weight 

dwt.  compared  with  137  oz.  2  dwt.  of  the  Wavertree 
example  and  height  1 5.-8  inches  as  againsr  16  ;  ■  hes  ot  the 
latter-  possibly  an  error  of  the  eye  in  measuri 
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THE  NEW  TREASl  RYAT 
THE  BIRMINGHAM  MUSEUM 

Charles  Oman 


1.  Altar  Plate,  gilt. 
Augsburg,  c.  1600. 
Tray  width 

I3g  inches. 

2.  Ewer  and  Basin, 
gilt.  Lisbon,  c.  1680. 
Height  2o\  inches. 
Diameter  172  inches. 
Height  of  ewer 

I72  inches. 


The  only  English  museums  outside  London  which  arc 
able  to  show  impressive  collections  are  the  Ashmolean 
Museum,  Oxford,  and  the  City  Art  Gallery  and 
Museum,  Birmingham.  Until  recently  the  former  had 
an  easy  lead  but  recent  additions  and  a  new  scheme  of 
display  at  Birmingham  have  made  the  competition 
closer.  The  latter  now  shows  its  silver  in  an  L-shaped 
darkened  gallery  with  fairly  deep  illuminated  cases 
which  can  be  opened  at  the  back  from  a  passage  behind 
the  scenes.  It  is  very  successful  but  unfortunately  the 
space  is  so  restricted  that  it  is  impossible  to  obtain  a 
good  photograph  of  it. 

The  impressive  display  of  English  silver  is  largely 
composed  of  loans  although  important  purchases  of 
English  eighteenth-century  plate  have  been  made  since 
the  last  war.  The  earliest  English  piece  on  view  is  a  splen- 
did standing  cup  belonging  to  Monks  Kirby  church, 
Warwickshire  (No.  3).  It  is  unmarked  but  is  a  slightly 
smaller  version  of  the  'Anathema  Cup'  of  148 1  at 
Pembroke  College,  Cambridge.  Unfortunately  the 
usual  enamelled  medallion  or  'print'  is  missing  from 
inside  the  bowl. 

The  full  interest  of  the  'flat  cup'  (No.  4)  formerly 
belonging  to  Colaton  Raleigh  church,  Devon,  only 
came  to  light  after  the  parish  had  sold  it.  Prebendary 
Chanter,  who  catalogued  the  church  plate  of  Devon, 
missed  the  RH  otherwise  found  only  upon  some 
Exeter  spoons  -  a  mark  which  is  now  recognised  as 
having  been  used  by  Richard  Hilliard,  father  of 
Nicholas  Hilliard  the  celebrated  miniaturist  and  maker 
of  the  Armada  Jewel.  The  cup  was  given  to  the  church 
in  1749  for  use  as  a  paten.  Inside  the  bowl  is  engraved  a 
stag's  licad  cabosscd  between  G  and  D  for  Gregory 
Dodds,  Dean  of  Exeter  (1560-70). 

A  full  century  elapses  before  we  reach  an  important 
selection  from  the  Melbury  plate  lent  by  Lady  Galway. 
This  includes  a  toilet-set  and  wall-sconces  but  here  wc 
shall  only  notice  a  scent  flask  (No.  5)  by  Daniel 
Gamier  who  entered  his  mark  in  1690.  He  had  ob- 
tained denization  three  years  earlier  but  the  elaborate 
decoration  is  entirely  Parisian.  Underneath  is  engraved 
The  Gift  of  my  dear  mother  Mrs  Strangways  Homer,  1 746. 
The  inscription  recalls  a  Dorset  scandal  of  1736  when 
Mrs.  Strangeways  Horner  married  off  her  daughter 
aged  thirteen,  against  the  will  of  her  fither,  to  Stephen 
Fox  aged  thirty.  Despite  this  inauspicious  beginning 
the  marriage  was  a  happy  one. 


Top 

3.  Standing  Cup, 
gilt,  c.  1480. 
Height  6JS  inches. 
Lent  by  Monks  Kirby 
church,  I  Vatwickshire. 


4.  Flat  Cup,  gilt. 
Mark  of  Richard 
Hilliard  of  Exeter, 
1560-70. 
Height  43  inches. 
Lent. 
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5.  Scent  Flask,  gilt. 
Mark  of  Daniel 
Gamier,  c.  1690. 
Height  6^  inches. 
Lent  by  Lady  Galway. 


The  New  Treasury  at  The  Birmingham  Museum 


6.  Communion 
Flagon,  silver.  Mark 
of  Boulton  & 
Fothergill. 
Birmingham  mark 
for  1774. 
Height  12  inches. 


For  some  time  the  museum  has  been  acquiring 
examples  of  local  work.  The  Birmingham  Assay 
Office  owes  its  existence  largely  to  agitation  made  by 
the  great  industrialist  Matthew  Boulton  and  the 
collection  now  includes  good  examples  of  the  work  of 
his  firm  of  Boulton  &  Fothergill.  Amongst  these  is  a 
flagon  (No.  6)  from  a  set  of  plate  made  in  1774  for  St. 
Bartholomew's  church,  Birmingham. 

The  importance  of  the  firm  of  John  Hardman  &  Co. 
was  well  illustrated  in  the  Exhibition  of  Victorian 
Church  Art  held  at  the  Victoria  and  Albert  Museum 
last  autumn.  The  collection  includes  two  chalices 
designed  by  John  Hardman  Powell  (1827-97).  One 
bearing  the  1854  hall-mark  (No.  7)  is  mainly  Tuscan 
fourteenth-century  in  design  and  is  much  more 
successful  than  the  other  which  is  in  a  Romanesque 
style  and  hall-marked  1866.  The  Hardman  pieces  are 
the  only  important  examples  of  Birmingham  work  of 
the  last  half  of  the  nineteenth  century.  This  is  excusable 
since  it  was  a  bad  period  but  the  work  of  most  of  the 
best  silversmiths  of  this  century  are  represented. 

The  museum  was  already  buying  important  pieces 
of  Continental  silver  at  the  end  of  last  century  but  these 
are  now  rather  overshadowed  by  those  received 
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7.  Chalice,  gilt 
enriched  with  enamel 
Designed  by  John 
Hard  man  Powell. 
Birmingham  mark 
for  1854. 

Height  104  inches. 


recently  cither  by  gift  or  as  loans.  Outstanding  among 
the  earlier  acquisitions  is  part  of  a  set  of  altar  plate 
consisting  of  a  pair  of  cruets  with  tray  and  a  holy- 
water  bucket  (No.  1)  belonging  together  but  bought 
in  1881  and  1895.  The  tray  bears  the  arms  of  the  South 
German  family  of  Thun  von  Hohenstein.  An  Augs- 
burg hall-mark  is  on  the  tray  but  none  of  the  pieces 
appears  to  have  a  maker's  mark.  The  rich  mannerist 
decoration  indicates  a  date  around  1600. 

The  Continental  part  of  the  collection  was  greatly 
strengthened  in  1965  by  gifts  by  his  daughters  from 
the  collection  of  Frederick  du  Cane  Godman  (1834- 
1919)  who  was  collecting  at  the  same  time  as  the 
Rothschilds  and  likewise  bought  fine  pieces  irrespective 
of  period  or  nationality.1  There  was  a  lot  of  good 
German  silver  of  the  sixteenth  and  seventeenth  cen- 
turies available  at  that  time,  so  it  is  not  surprising  that 
the  Godman  collection  is  strong  in  them.  Perhaps  the 
most  important  example  is  a  standing  cup  (No.  9) 
bearing  the  Nuremberg  hall-mark  and  the  mark  of 
Peter  Wiber  who  became  a  master  in  1603  and  died  in 
1641.  It  is,  therefore,  younger  than  the  Augsburg 
altar-set  although  stylistically  late  Gothic  and  resemb- 
ling the  pieces  shown  in  early  German  paintings  of  the 
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Adoration  of  the  Kings.  Nuremberg  developed  a  large- 
export  trade  in  presentation  cups  and  this  design  was 
reproduced  in  all  sizes  from  the  age  of  Diirer  until  the 
outbreak  of  the  Thirty  Years  War.  Apart  from  the 
marks,  the  only  clue  to  its  real  date  is  to  be  found  in  the 
engraving  of  the  lip-band. 

A  delightful  little  casket  (No.  8)  lent  by  Lady  Gal- 
way  may  be  dated  around  1630.  Its  side  and  lid  are 
pierced  and  engraved  with  birds  and  foliage.  This  type 
of  casket  was  used  to  contain  gold  coins  for  presenta- 
tion to  brides  in  Holland.  It  was  known  as  a  Knotte- 
kistje.  There  is  no  town  mark  but  on  the  bottom  is 
stamped  with  a  monogram  of  RS  within  a  dotted 
circle  which  docs  not  appear  to  have  been  recorded.  It 
must  date  from  about  1630. 

Godman  seem  to  have  overlooked  Spanish  plate  but 
got  several  important  Portuguese  pieces.  A  large  ewer 
and  basin  (No.  2),  richly  embossed  with  foliage,  bears 
the  Lisbon  mark  and  make!  marls  BD  in  monogram. 
It  must  date  from  about  1680. 

The  largest  piece  of  Italian  silver  at  present  on  view 
is  a  roundel  (reflector-plate  for  a  sconce?)  embossed 
with  a  cupid  riding  upon  a  dolphin  bearing  the 
Palermo  mark  and  control  and  maker's  marks,  GC 
and  LG.  It  is  typical  of  the  exotic  art  of  Sicily  at  this 


Far  left 

9.  Standing  Cup, 
gilt.  Mark  of  Peter 
Wiber.  Nuremberg 
mark  about  1610. 
Height  1 8  inches. 


time  and  bears  little  relation  to  current  European 
trends.  It  is  far  otherwise  with  two  other  examples  of 
Italian  Baroque  silver.  A  pair  of  candlesticks  bear  the 
mark  of  Lorenzo  Lavy  of  Turin.  They  were  almost 
certainly  looted  from  the  Sardinian  embassy  chapel 
during  the  Gordon  Riots  in  1780.  Most  of  the  remain- 
der of  the  set  has  descended  to  the  Catholic  church  of 
St.  Ansclm  and  St.  Cecilia,  Kingsway,  and  is  on  loan 
to  the  Victoria  and  Albert  Museum.  They  were  made 
about  1759  and  show  the  strong  French  influence 
affecting  Piedmontese  art  at  that  time.  Much  more 
characteristically  Italian  is  a  chalice  (No.  10)  by 
Giovanni  Felice  Sanini  who  was  a  leading  Roman 
silversmith  active  between  1747  and  1787.  Probably  his 
largest  surviving  work  is  an  altar  cross  made  for  the 
church  of  Sao  Roque,  Lisbon,  which  is  so  fantastically 
rich  in  Italian  Baroque  silver. 

To  conclude,  the  Birmingham  treasury  is  magnifi- 
cent at  present  but  will  it  be  able  to  extend  it  new 
acquisitions  continue  to  arrive  at  the  present  rate? 


NOTE 

1 .  More  pieces  from  the  Godman  Collection  are  described  in 
an  article  by  Miss  Glennys  Wild  in  Apollo,  March,  iy6S. 


10.  Chalice,  gilt. 
Mark  of  G.  F.  Sanini. 
Rome  mark,  c.  1770. 
Height  12  inches. 
Lent. 
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A  SILVER  GLOBE  OF 

THE  LATE  SIXTEENTH  CENTURY 

This  silver  terrestrial  globe  of  the  late  sixteenth  century  is  in  the  Whipple  Museum  of  the  History  of  Science, 
University  of  Cambridge,  on  which  an  article  by  the  curator,  Mr.  D.  J.  Brydcn,  will  appear  in  The  Connoisseur, 
February  T975.  Of  this  piece  Mr.  Brydcn  writes: 

Some  ninety-fire  millimetres  in  diameter,  this  littleglobe  was  one  of  the  first  of  R.  S.  Whipple's  acquisitions  to  attract 
the  attention  oj  scholars,  but  as  a  'missing  link'  in  the  history  of  cartography  it  proved  disappointing:  the  cartouche  is 
copied,  rather  nnintelligently ,  from  Fnriani's  engraving  oj  Gastaldi's  1560  world  map,  while  the  geography  ( with  the 
places  names  somewhat  corrupted  in  the  transcription)  follows  the  set  of  gores  attributed  to  Florianus  and  published 
in  the  Lajreri  Atlas  of  1555.  The  conclusion  is  that  this  globe  is  part  of  something  else  -  probably  a  case  for  a  combined 
watch  and  sundial,  the  maker  copying  from  some  earlier  maps  in  order  to  provide  a  suitable  decoration.  Not  'original' 
in  the  most  exact  sense,  but  very  beautiful  whatever  its  origins. 
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THE  GOLDSMITHS  OF  BRISTOL 

Mrs.  G.E.P.  How 


A  lthough  Cripps  gives  the  names  of  two  gold- 
/\  smiths  mentioned  in  Bristol  at  the  end  of  the 
_j_  %  fourteenth  and  beginning  of  the  fifteenth 
century  he  writes:  'It  seems  almost  certain  that  Bristol 
never  exercised  the  power  of  assaying  plate.  .  .  .  There 
are  some  anomalous  marks  on  a  spoon  in  the  Temple 
Church  which  might  be  taken  for  Bristol  hall-marks, 
but  the  civic  archives  of  the  period  do  not  record  the 
establishment  of  any  Goldsmiths'  Company,  nor  the 
swearing-in  of  any  assay  master  before  the  mayor,  as 
prescribed  in  the  Act'  (1423).  Jackson  follows  Cripps 
but  correctly  ascribes  to  Bristol  the  marks:  R.G;  the 
letter  A  in  a  pointed  shield;  a  lion  passant  guardant; 
a  leopard's  head  crowned;  and  a  ship  issuing  from  a 
castle,  all  found  on  the  spoon  in  the  Temple  Church. 
These  marks  will  be  referred  to  later. 

To-day  considerably  more  is  known  about  the 
Bristol  goldsmiths  though  there  is  still  much  to  be 
discovered.  The  earliest  reference  to  a  Bristol  gold- 
smith is  to  Geoffrey  Aurifabcr  in  11 80,  and  from  the 
beginning  of  the  fifteenth  century  until  the  middle  of 
the  eighteenth  century  the  numbers  of  goldsmiths 
apparently  working  in  the  city  would  indicate  that 
there  must  have  been  a  nourishing  trade.  That  there 
was  a  wealth  of  plate  in  the  city  is  evident  from 
innumerable  wills  and  undoubtedly  much  of  it  must 
have  been  locally  made  though  unfortunately  there  is 
no  evidence  to  prove  this;  the  following  extracts  from 
wills  of  the  fifteenth  century  are  amusing  and  puzzling 
with  their  references  to  'Paryse  cuppc'  and  'Parysch 
pece'  and  a  'Grubbc'. 

1449  Morice  White  gafc  to  the  Fraternitee  of  St.  John 
the  Baptist  of  Bristowe  ...  a  bolle  pece  of  sylvcr 
weighing  viii  ounces  -  gr.  and  one  powder  perc1 
of  sylver  weying  vii  ounces  in  the  which  is 
wryte  'make  us  merry  and  glad,  and  shake  well 
the  powdre  bagge'. 

1476  John  Browne,  merchant  of  Bristol,  left  to  his 
daughter  Alice  Browne  a  silver  vessel  called  a 
'Parysch  pece'  weighing  12^  oz. 

1483  Will  ofjohn  Bailly  includes  a  direction  that  if 
John  Burges  should  carry  out  certain  duties  he 
should  have  Bailly's  widow  Agnes  for  his  wife ! 
To  his  wife  he  left  inter  alia  'one  Paryse  cuppc' 
of  silver. 


1485  Thomas  Cogan  lett  to  his  youngest  son  Thomas 

'agrubbe  gilt  covered'. 
1490  (?)  Reference  to  'uno  sipho  cum  cooperculo 

argenti  deaurato  vocato  a  Grutibe'. 

The  Guild  of  Goldsmiths  in  Bristol  was  undoubtedly 
established  at  an  early  date;  in  about  1 188  John,  Count 
of  Mortain,  as  Lord  of  Bristol,  granted  to  his  burgesses 
amongst  other  privileges  the  right  to  'have  all  reason- 
able gilds  as  well  as  or  better  than  they  had  them  in  the 
time  of  Robert  [d.  1147]  and  his  son  William,  Earls  of 
Gloucester'.  In  1346  there  is  an  Ordinance  for  the 
Tailors  and  in  1408  one  for  the  Cordwainers;  in  1423 
Bristol  was  appointed  as  Assay  Town,  and  in  1449  the 
Tailors,  Goldsmiths  and  Cordwainers  are  first  men- 
tioned together  in  an  ordinance  forbidding  the  taking 
of  foreigners  (men  out  of  the  king's  legence)  as 
apprentices,  journeymen  or  workmen;  then  in  1462 
comes  the  Ordinance  for  the  Goldsmiths2  which  may 
he  summarised  as  follows. 

Ordinances  for  the  Goldsmiths  of  Bristol 

1  A  common  punch  of  a  bull's  head  to  be  stamped  on 
gold  and  silver. 

2  No  goldsmith  who  is  a  stranger  to  the  town  and 
not  a  Burgess  may  have  a  shop  in  the  town. 

3  No  goldsmith  may  take  an  apprentice  who  is  not 
a  free  man  born  or  who  is  'scallcd'  (scabby)  or 
'pylled'(bald).3 

4  No  goldsmith  may  take  a  man  servant,  apprentice, 
or  covenanted  man  from  a  fellow  goldsmith 
without  his  permission. 

5  Any  goldsmith  in  default  of  any  work  must  submit 
to  the  wardens. 

6  All  goldsmiths  to  observe  the  feast  of  St.  Dunstan. 

7  The  Wardens  to  have  the  right  of  search  within  the 
town,  its  suburbs  and  precincts,  Fairs  and  markets. 

8  No  goldsmith  to  work  in  or  gild  copper  or  latten 
without  permission  from  the  Mayor  unless  it  be  for 
a  Church  ornament,  and  then  an  under  part  of  the 
ornament  must  be  left  ungilt  so  that  it  may  be  seen 
that  the  object  is  of  base  metal. 

9  Within  fourteen  days  after  the  feast  of  St.  Dunstan 
the  Wardens  to  submit  their  accounts  to  the 
Wardens  for  the  following  year.  The  new 
Wardens  to  be  chosen  by  the  whole  fellowship  and 
Cominaltec  of  the  Craft  on  St.  Dunstan's  day. 
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io  The  Mayor,  ShcrrifF and  Common  Council  of 
Bristol  to  have  the  power  to  revoke,  anull,  augment 
or  vary  the  Ordinances  at  their  discretion. 

There  were  stated  penalties  for  any  breach  of  any  of 
the  above  ordinances;  unfortunately  the  officers  of  the 
guild  arc  not  given  but  there  were  at  least  two  wardens 
and  presumably  an  assay  master. 

From  a  reference  in  the  City  Chamberlain's  Ac- 
counts for  the  year  1627-28,  'Item  the  Gouldsmiths 
standing  in  the  Meale  markett  this  yeare  ix  li  x.s',  it 
would  seem  probable  that  they  had  booths  or  shops 
there  though  individual  goldsmiths  certainly  had  shops 
in  different  parts  of  the  city.  That  the  Company  had  its 
own  Hall  is  shown  by  the  fact  that  in  1646  on  April  18 
A  Committee  for  Composicions  with  Delinquents  sat  at 
Goldsmiths  Hall,  but  unfortunately  there  is  no  indi- 
cation of  where  the  Hall  was  situated ;  none  the  less 
since  the  Company  was  sufficiently  important  and 
vigorous  to  have  its  own  Hall  it  is  reasonable  to  sup- 
pose that  it  had  its  own  Assay  Office  there. 

Although  the  Charter  of  1462  gives  the  Wardens  of 
Bristol  full  jurisdiction  over  the  goldsmiths  working  in 
the  city,  in  1669  Mr.  Warden  Potter  of  the  Gold- 
smiths Company  of  London,  exercising  the  contro- 
versial claim  of  the  London  Company  to  jurisdiction 
over  the  provincial  goldsmiths,  bought  several  wares 
of  gold  and  silver  worse  than  standard  in  Bristol  and 
action  by  the  London  Company  was  duly  taken.  This 
does  not  necessarily  indicate  negligence  or  lassitude  by 
the  Bristol  Company  as  a  similar  search  in  London 
would  undoubtedly  have  produced  a  similar  result. 

The  Act  of  1 70 1  confirmed  the  right  of  Bristol  to 
have  an  Assay  Office,  with  two  wardens  and  an  assayer 
to  be  elected  annually  and  in  1707  (?)  there  is  mention 
of  an  Assay  Master  in  Bristol  (Isaac  Newton  Papers). 
Between  1720  and  1740  the  Assay  Office  must  have 
been  fully  operative  because,  of  the  few  known  marks, 
the  three  makers  Stephen  Curtis,  Edward  French  and 
Ralph  Good  stamp  their  individual  marks  with  hall- 
marks common  to  all  three.  When  Birmingham  and 
Sheffield  were  petitioning  for  the  right  to  have  Assay 
Offices  in  their  respective  towns  one  of  their  reasons 
for  doing  so  was  the  necessity  of  sending  their  wares 
tor  marking  to  Chester,  Bristol  or  London  thereby 
involving  much  delay  and  expense ;  and  that,  at  present 
would  appear  to  be  the  last  reference  to  an  Assay 
Office  at  Bristol. 

Despite  the  evidence  of  the  existence  of  an  active 
Assay  Office  in  Bristol  and  despite  the  fact  that  the 
names  of  over  a  hundred  Bristol  goldsmiths  are  re- 
corded prior  to  1700  there  is  as  yet  no  evidence  of  the 
marks  used  beyond  those  given  here. 

The  Charter  of  1462  gives  the  town  mark  of  Bristol 
as  a  bull's  head.  This  has  yet  to  be  found.  There  is  a 
London  maker  working  in  the  second  half  of  the 
sixteenth  century  who  used  as  his  mark  a  bull's  head 
erased.  This  mark  is  found  on  church  plate  in  con- 


1 


I.  R.  Harsell.  Maidenhead  spoon.  Bristol,  1580-1600. 
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junction  with  the  full  London  hall-marks,  but  it  is  also 
found  on  its  own  on  church  plate  in  Gloucestershire. 
From  the  evidence  of  church  plate  it  seems  possible 
that  London  makers  who  came  from  the  country 
sometimes  made  and  probably  gave  plate  for  their 
local  churches  and  that  when  doing  this  they  used  only 
their  maker's  mark,  in  which  case  it  is  possible  that  the 
maker  using  the  bull's  head  was  a  Gloucestershire  man, 
but  this  is  rather  wild  speculation  because  he  would  not 
have  been  permitted  to  use  a  mark  closely  resembling  a 
town  mark  if  that  did  indeed  exist.  The  other  bull's 
head  mark  at  present  known  belongs  inescapably  to 
Nathaniel  Bullen  of  Chester  at  the  end  of  the  seven- 
teenth century. 

No.  i  shows  a  maidenhead  spoon  dug  up  in  Bristol. 
The  mark  in  the  bowl  has  nothing  to  do  with  a  bull's 
head,  but  the  maker's  mark  on  the  stem  is  'R.  HAR- 
SELL'  and  the  Harsells  or  Hassclls  were  principal  gold- 
smiths in  Bristol  in  the  sixteenth  and  seventeenth 
centuries.  Richard  Harsell  was  burgess  in  1580  and  his 
will  was  proved  in  t6oi  so  the  spoon  was  made 
between  these  dates. 

No.  2  shows  the  marks  from  a  seal-top  spoon.  About 
1880  a  spoon  bearing  the  mark  B.R.  conjoined  was 
dredged  from  the  river  Avon  at  Bristol;  this  mark  was 
used  by  the  Bristol  mint  1643-45  and  its  ascription  to 
Bristol  is  acceptable.  It  is  associated  with  different 
devices  used  as  maker's  marks  (one  of  which  is  illus- 
trated); but  although  these  devices  differ  the  town 
mark  is  the  same  in  every  case  which  again  indicates 
that  it  was  used  at  an  Assay  Office. 


3.  Stephen  Curtis. 
Marks  from  a  beer 
jug.  Bristol,  c.  1730. 
The  City  Art  Gallery, 
Bristol. 


4.  Edward  French. 
Beer  jug.  Bristol, 
c .  1 744.  G.  S.  Sanders, 
Esq. 


2.  The  marks  from  a 
seal-top  spoon. 
Bristol,  c.  1645. 


5.  Marks  from  the 
beer  jug  shown  in 
No.  4. 
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Finally  we  have  the  marks  referred  to  at  the  begin- 
ning of  this  article.  The  ship  and  castle  device  was  used 
hy  the  Bristol  militia,  the  mark  is  found  on  the  spoon 
in  the  Temple  Church  and  its  ascription  to  Bristol 
must  be  correct;  the  leopard's  head  was  required  to  be 
struck  by  Provincial  Assay  Offices  in  addition  to  their 
town  mark,  the  lion  passant  was  the  standard  mark  and 
the  date-letter  may  or  may  not  indicate  the  exact  year 
in  which  it  was  made.  Since  only  two  letters,  'A'  and 
'B'  are  at  present  known  to  have  been  used  in  Bristol 
it  is  probable  that  their  use  extended  over  several  years. 
These  marks  (No.  3)  are  taken  from  a  jug  now  in  the 
Bristol  Museum,  and  the  marks  (No.  5)  from  the  jug 
shown  in  No.  4.  The  taper  stick  (No.  6)  which  recently 
was  sold  unrecognised  by  one  of  the  leading  London 
salerooms  and  which  bears  only  the  maker's  mark  of 
Ralph  Good,  and  the  cream  jug  also  by  him  (No.  7) 
illustrate  further  examples  of  plate  made  in  Bristol  in 
the  eighteenth  century. 

This  is  but  a  step  forward  in  the  knowledge  of  the 
goldsmiths  of  Bristol  and  any  further  information  will 
be  most  gratefully  received. 


6.  Ralph  Good.  7.  Ralph  Good. 

Taper  stick,  bearing  Cream  jug.  Bristol, 

marker's  mark  only.  c.  L738.  The  City  Art 

Bristol,  c.  1725.  The  Gallery,  Bristol. 
City  Art  Gallery, 
Bristol. 

NOTES 

1 .  Powder  pere  =  pair  of  shakers. 

2.  I  am  indebted  to  Miss  Jean  Mitchell  for  the  finding  of  this 
important  document. 

3.  This  curious  provision  refers  to  the  use  by  goldbeaters  ot 
the  natural  grease  ol  the  hair  in  the  process  ot  goldbeating. 
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PSEUDO  HALL-MARKS  ON  SILVER 

Mr.itin  C.  B.  Gubbins 


It  is  only  within  about  the  last  ten  years  that  appreciable  interest  has  developed  in  Great 
Britain  in  a  certain  class  of  silverware,  namely  articles  which,  while  appearing  English  in 
most  respects,  bear  a  variety  of  unconventional  marks.  From  being  the  subject  of 
indifference,  some  have  now  achieved  an  acceptability  that  can  place  them  above  their 
properly  hall-marked  counterparts. 


A  ny  lack  of  interest  can  readily  be  understood. 

/  ^  Usually  such  articles  have  no  particular  merit 
J_  %  to  outweigh  the  difficulty  of  assigning  attri- 
bution, and  often  the  metal  appears  to  be  below  the 
sterling  standard.  But  the  chief  inhibition  is  their  some- 
times doubtful  legality,  which  is  a  hazard  to  the  dealer. 
This  is  in  sharp  contrast  to  the  great  interest  existing  in 
certain  of  the  known  countries  of  origin  where,  of 
course,  no  question  of  legality  arises. 

Before  considering  the  unconventional  it  is  essential 
to  be  clear  abo.it  conventional  English  hall-marks  in 
their  basic  form.  They  consist  of  symbols  to  identify 
the  maker,  specify  the  fineness  of  the  metal  and  indicate 
where  and  when  an  assay  was  done.  Thus  they  com- 
prise initials,  a  lion  passant,  a  city  mark  and  an  annually 
changing  date  letter.  A  fifth  punch,  the  sovereign's 
head  indicating  the  payment  of  excise  duty,  was  added 
from  1784  to  1890. 

Hall-marking  is  a  statutory  system,  primarily  for  the 
protection  of  the  public.  Silverware  may  not  be  sold 
unless  first  hall-marked  and  only  an  established  Assay 
Office  may  apply  these  marks,  ft  follows  that  the  sale  of 
an  article  of  silver  unofficially  stamped  with  marks  that 
resemble  hall-marks  constitutes  an  infringement  of  the 
law,  such  marks  being  considered  forgeries.  And  it  re- 
mains the  case  that  a  dealer  commits  an  offence  by  the 
mere  possession  of  such  a  piece.  Its  status  can  be  regu- 
larised, however,  on  submitting  it  to  an  Assay  Office, 
but  the  offending  marks  will  be  obliterated. 

Originally  hall-marks  were  to  the  public  no  more 
than  a  guarantee  but  nowadays  there  is  an  extraordin- 
ary and,  in  the  view  of  some  people,  an  almost  irra- 
tional virtue  placed  in  clear  marks,  quite  apart  from 
their  actual  legibility.  Sharpness  of  detail  and  lack  of 
rubbing  are  regarded  as  desirable.  Not  surprisingly 
this  attitude  has  also  affected  the  study  of  unconven- 
tional marks,  but  here  it  is  highly  reasonable.  Guess- 
work and  assumption  have  no  place  in  reading  un- 
familiar marks.  Sometimes  an  attribution  can  be 
deduced  from  the  minute  irregularities  or  imperfec- 
tions of  a  punch  when  the  identical  mark  occurs  in  wo 
otherwise  differing  groups. 


Although  certain  marks  may  in  England  be  classed 
as  forgeries,  the  term  'pseudo  hall-marks'  is  favoured 
by  most  American  and  other  writers.  Particularly  is  it 
applied  to  copies  of  the  London  marks  since  they  are 
the  ones  most  often  used,  i.e.  lion  passant  (sterling 
standard),  leopard's  head  (London  Assay  office),  date 
letter  and  sovereign's  head.  Two,  three,  or  all  of  these 
marks  may  be  found  accompanying  an  authentic  mak- 
er's mark,  ft  is  proposed  to  broaden  the  scope  of  the 
term  to  embrace  those  marks,  used  on  silver  in  coun- 
tries having  no  statutory  controls,  which  could  imply 
to  the  layman  that  an  article  so  marked  was  genuine 
silver.  (By  this  definition  certain  confusing  marks  on 
electro-plated  ware  are  deliberately  excluded.) 

There  is  thus  a  basic  difference  between  true  hall- 
marks and  pseudo  hall-marks.  With  the  former  the 
marking  is  outside  the  silversmith's  control,  whereas 
with  the  latter  the  silversmith  himself,  or  his  firm, 
stamped  his  wares.  Pseudo  hall-marks  therefore  are 
personal  rather  than  having  any  standardised  signi- 
ficance; they  are  also  variable  and  consequently 
enigmatic. 

Since  pseudo  hall-marks  are  often  found  on  work 
that  might  otherwise  be  mistaken  as  British,  a  reason- 
able surmise  is  that  they  could  be  the  marks  of  emi- 
grant silversmiths  to  the  former  British  Empire.  And 
in  fact  well  authenticated  sources  of  such  marks  are 
Canada,  South  Africa,  Australia  and  workshops  in 
India  supplying  the  European  population.  To  this  list 
must  be  added  the  U.S.A.,  although  it  is  more  usual 
for  American  silver  to  have  no  more  than  the  maker's 
mark.  Finally,  and  perhaps  surprisingly,  a  fruitful 
source  was  the  China  coast,  silver  from  which  is  known 
as  'China  Trade'. 

The  period  concerned  can  be  little  more  than  one 
hundred  years,  from  the  late  eighteenth  century  on- 
wards. Support  may  be  lent  to  this  broad  dating  by  style, 
but  if  made  overseas  an  article  could  be  slightly  later  than 
might  otherwise  appear.  As  a  confirmation  of  dating  it 
is  found  that  an  article  whose  style  might  point  to  the 
late  eighteenth  century  may  carry  pseudo  hall-marks 
which  include  a  Kind's  Head;  that  therefore  fixes  it  as 
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after  1784.  In  the  second  half  of  this  approximate  one 
hundred  years  one  can  be  no  more  precise,  for  a 
Queen's  I  lead  can  only  indicate  that  Queen  Victoria's 
reign  had  commenced.  The  apparent  corollary  that  the 
King's  Head  necessarily  indicates  a  date  prior  to  1837 
must  be  resisted. 

Small  articles  of  English  silver  sometimes  have  no 
more  than  the  maker's  and  sterling  marks.  Similarly, 
in  the  wider  definition  earlier  proposed,  pseudo  hall- 
marks may  number  only  two. 


No.  1  shows  the  simplest  form,  origin  uncertain, 
probably  second  half  of  eighteenth  century.  Note  the 
stance  of  the  lion  passant,  so  unlike  any  English  punch. 


No.  3  shows  another  Calcutta  maker,  c.  1850,  using 
the  letter  B.  In  these  two  Indian  examples  there  is 
included  what  is  termed  a  'tally  mark'  which  is  con- 
sidered to  be  the  mark  of  an  individual  workman.  This 
mark  has  a  parallel  on  some  English  silver  where, 
beside  a  maker's  mark,  there  occurs  a  simple  device 
viz.  a  cross,  group  of  dots,  crescent,  circle,  chevron, 
etc. 


Three  marks  are  often  struck  on  Indian  silver.  In 
No.  2  Pittar  &  Co.  of  Calcutta,  1831-48,  add  what 
might  appear  to  be  a  date  letter.  That  cannot  be  its 
significance  for  only  the  letters  A  and  B  are  found  and 
are  used  by  several  companies.  Their  meaning  awaits 
elucidation. 


Four  marks  are  often  found  on  American,  Canadian 
and  China  Trade  silver.  No.  4  illustrates  some  used  by 
Frederick  Marquand  of  New  York  of  about  1830,  and 
No.  5  represents  Taylor  &  Hinsdale  of  Newark,  N.J.  in 
about  1820.  The  former  group  includes  a  pseudo  date 
letter,  but  the  C  in  the  latter  group  has  meaning. 
American  silver  sometimes  is  stamped  with  a  C  or  D, 
standing  for  Coin  or  Dollar  and  denoting  the  900  fine- 
ness (90  per  cent),  and  probably  the  source,  of  the 
silver  used.  In  both  these  American  examples  the  lion 
passant  is  shown  facing  right  which  is  quite  common  in 
pseudo  hall-marks.  But  it  does  not  occur  thus  in  the 
period  under  consideration  on  genuine  English  silver, 
except  on  a  few  articles  assayed  at  York  between  1793 
and  1808. 

No.  6  gives  an  unknown  maker's  attempt  to  copy 
the  complete  London  hall-marks.  Incidentally,  apart 
from  their  crudeness,  other  factors  render  them  in- 
compatible as  a  group.  This  example  should  be  un- 
equivocally condemned  as  a  forgery  for  the  article 
concerned  is  of  an  alloy  containing  less  than  50  per 
cent  silver. 

The  subject  of  China  Trade  silver  was  introduced  by 
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John  Devereux  Kcrnan  in  The  Connoisseur  of  Novem- 
ber 1965.  He  showed  Canton  to  be  the  origin  of  much 
silver  of  Anglo-American  style  that  was  stamped  with 
pseudo  hall-marks.  Sadly  he  recorded  in  a  footnote  his 
personal  experience  of  the  London  Goldsmiths  Com- 
pany having  such  marks  defaced.  No.  7  shows  marks 
by  the  Cantonese  maker  KHC,  such  as  he  was  referring 
to,  but  before  their  defacement;  and  No.  8  the  legal- 
ised outcome  of  an  identical  but  recent  occurrence  at  a 
London  saleroom. 


Also  ascribed  to  China  Trade  are  copies  of  com- 
plete London  hall-marks,  including  that  of  a  particular 
maker,  as  shown  in  No.  9.  The  piece  thus  purports  to 
be  by  the  well-known  partnership  of  Elcy,  Fcarn  & 
Chawncr  and  to  have  been  assayed  in  London  in  18 10. 
For  comparison,  genuine  marks  for  this  year  and  by 
this  maker  are  shown  in  No.  10.  It  is  amusing  to  note 
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that  the  WF  had  been  inaccurately  copied.  Other  and 
WC 

much  cruder  versions  of  No.  9  have  also  been  seen. 

The  possibility  that  the  marks  applied  to  silver  might 
he  dependent  upon  the  customer  arises  on  considering 
those  of  the  best-known  South  African  maker,  Laur- 
ence Twentyman  (working  1820-37).  No.  11  shows 
his  maker's  mark  associated  with  marks  resembling 
those  of  London  of  1816,  whereas  in  No.  12  he  makes 
no  claim  even  to  the  sterling  standard  and  includes  a 
bird  punch  which  could  have  no  relevance  to  any 
liritish  assay  office. 


14 


11 


12 
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Similarly,  in  No.  13  Alexander  Dick  of  Sydney 
(working  c.  1825-41)  openly  punches  his  name  with 
marks  resembling  those  for  London  of  1800;  but  on 
another  piece,  No.  14,  the  marks  can  hardly  be  held  to 
resemble  English  hall-marks.  Another  Australian, 
Henry  Steiner,  used  a  variety  of  punch  combinations 
and  No.  15  shows  him  including  Adelaide.  Thus  he 
had  no  hesitation  in  identifying  himself  as  a  user  of 
pretence  English  marks.  Notice  the  left-facing  head 
representing  Queen  Victoria.  In  the  majority  of  these 
examples  it  appears  that  the  maker's  main  intention  is 
to  establish  his  claim  to  work  to  the  English  sterling 
standard. 

Many  marks  of  Canadian  silversmiths  are  illustrated 
in  the  works  of  John  E.  Langdon.  The  lion  passant  and 
sovereign's  head  were  the  two  punches  most  fre- 


quently used  to  accompany  the  maker's  mark.  Though 
the  leopard's  head  of  the  London  Assay  Office  is  found, 
the  anchor  of  Birmingham  and  crown  of  Sheffield  are 
more  frequent.  Nos.  16  and  17  show  typical  groups  of 
such  pseudo  hall-marks.  The  former  is  by  James 
Mehck  of  Saint  John,  New  Brunswick,  and  the  latter 
by  a  prolific  spoon  maker.  Peter  Nordbeck  of  Halifax, 
Nova  Scotia.  The  H,  which  may  appear  to  simulate  a 
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date  letter,  is  more  likely  to  stand  for  Halifax. 

No.  1 8,  illustrating  some  marks  of  James  Smellie  of 
Quebec,  demonstrates  the  difficulty  of  drawing  a 
dividing  line  between  the  innocuous  and  the  offending. 
The  right-facing  lion  passant  is  immediately  suspect, 
but  the  twice  struck  crown  and  maker's  mark  remove 
any  real  similarity  to  English  hall-marks.  Nevertheless, 
even  on  genuine  English  silver,  carelessness  in  the 


selection  ot  punches  at  an  assay  office  can  result  in  the 
duplication  ot  one  mark  and  the  omission  of  another; 
but  examples  are  very  scarce. 

Whatever  their  origin,  most  pseudo  hall-marks 
(except  Indian)  comprise  four  or  five  symbols.  It  seems 
relevant  to  suggest  that  there  must  have  been  a  general 
belief,  not  just  confined  to  overseas  territories,  that  I 
silver,  to  be  genuine,  should  have  several  marks.  Even  L 
in  the  case  of  English-made  articles  one  occasionally  P 
finds  a  piece  that  has  avoided  assay  on  which  a  well- 
known  maker  has  struck  his  own  mark  three  or  four  I 
times  as  shown  in  No.  19. 

The  best  known  of  the  pseudo  hall-marks  that  in  no 
way  offend  are  those  ot  Hamilton  &  Co.  of  Calcutta 
which  are  illustrated  in  Sir  Charles  Jackson's  English 
Goldsmiths  and  tlicir  Marks.  Until  the  recent  publication 
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of  Indian  Colonial  Silver  by  Wynyard  R.  T.  Wilkinson, 
the  marks  of  many  other  silversmiths  working  in 
India  in  the  nineteenth  century  were  unascribed  and 
some  mistakenly  attributed,  for  instance  to  Scotland  it 
the  marks  included  a  thistle.  It  now  appears  that  such  a 
mark  may  indicate  no  more  than  a  silversmith's 
origin. 

No.  20  shows  a  beautifully  chased  and  engraved 
bowl,  and  its  marks.  It  is  known  to  come  from  the  area 
of  the  Indian  Ocean  and  there  is  evidence  pointing  to 
Mauritius.  The  Key  mark,  which  occurs  in  various 
forms  and  is  found  with  at  least  five  different  maker's 
marks,  has  been  suggested  as  belonging  to  Peterhead 
in  Scotland,  perhaps  in  consideration  of  the  emblem  of 
St.  Peter.  The  marks  on  this  bowl  thus  provided  two 
deceptive  indications. 

In  addition  to  those  parts  of  the  world  where  pscudo 
hall-marks  are  known  to  have  been  employed,  other 
areas  come  to  mind  as  likely  further  sources  viz.  the 
Malay  Peninsula  and  islands  in  the  Western  Hemis- 
phere such  as  the  West  Indies,  Jamaica  and  Bermuda; 
but  of  these  no  published  information  has  been  met. 
The  marks  shown  in  No.  21  exemplify  the  puzzles  that 
abound  but  in  this  case  the  anthemion  (a  variation  with 
nine  leaves  has  also  been  seen)  may  offer  a  clue. 


The  origin  of  a  piece  of  pscudo  hall-marked  silver 
can  be  exceedingly  difficult  to  determine  because  of 
one  basic  fact:  that  it  is  often  a  reproduction  of  a 
foreign  article.  Seldom  is  the  country  of  manufacture 
reflected  except,  for  instance,  in  certain  domestic  or 
table  articles  which  climate  or  local  foods  have 
dictated.  Sometimes  the  colour  is  discernibly,  if  subtly, 
less  lustrous  than  sterling,  suggesting  a  base  metal  con- 
tent exceeding  7.5  per  cent;  but  this  is  no  guide  to 
origin,  for  silver  of  a  standard  less  than  sterling  was 
used  quite  commonly.  However  the  lettering  of  en- 
graved initials  can  be  informative  since  American 
script  is  rather  distinctive,  and  on  flatware  usually  runs 
along  the  length  of  a  handle.  More  obviously,  heraldic 
devices  point  to  an  overseas  British  source. 

The  punches  comprising  pscudo  hall-marks  can 
provide  a  number  of  clues  in  addition  to  those  already 
noted  in  reference  to  the  illustrations.  There  are  certain 
self-explanatory  marks,  a  beaver  in  Canada  and  both 
the  emu  and  kangaroo  in  Australia.  Where  a  maker's 
mark  includes  '&  Co.'  India  is  a  probability,  but  the 
most  informative  punch  is  the  tally  mark,  though  some- 
times appearing  insignificant;  no  equivalent  has  been 
noticed  on  silver  from  others  of  these  overseas  origins. 

China  Trade  marks  almost  always  consist  of  copies 
of  London  marks,  and  where  an  apparent  date  letter  is 
included  it  is  also  almost  always  a  capital.  A  not  un- 
common feature  of  such  capitals  is  unnaturally 
lengthened  serifs  as  is  noticeable  on  comparing  the  P 
in  Nos.  9  and  10.  It  is  also  seen  in  No.  22  where  the 
apparent  lack  of  maker's  mark  suggests  that  the  W 
itself  may  indicate  the  maker.  The  other  three  marks  in 
this  group  show  the  bizarre  forms  that  some  pscudo 
hall-marks  take. 

Mention  has  been  made  of  the  erasure  of  marks 
when  they  are  classed  as  forgeries.  The  doubtful 
standing  of  some  pseudo  hall-marked  ware  continues 
to  induce  some  shops  to  accept  it  solely  for  smelting. 
It  seems  sad  that  silver  made  abroad  with  no  obviously 
fraudulent  intent  should  be  so  condemned.  The  marks 
do  not  for  a  moment  deceive;  rather  do  they  draw 
attention  to  themselves  by  their  palpable  dissimilarity 
from  English  marks. 

An  article  on  China  Trade  Pscudo  Hail-Marks  by 
Wynyard  Wilkinson  will  appear  in  The  Connoisseur 
of  January,  1975,  a  special  issue  devoted  to  Chinese  art  and 
antiques.  On  January  l,  1975,  it  becomes  legal  to  own  or 
sell  silver  marked  with  pseudo  hall-marks. 
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JOHN  HENRY  FOLEY 

Benedict  Read 


Colour: 

The  Albert 
Memorial, 
Kensington  Gardens, 
London.  Photograph 
by  I  )erry  Moore. 


i .  John  Henry  Foley, 
from  an  engraving  of 
1849. 


'///  the  Litter  days  of  August,  1874,  it  was  sadly  whispered  abroad  that  John  Henry  Foley's  career 
was  drawing  to  a  close,  and  that  before  many  suns  had  set  England  would  be  called  on  to  mourn  the 
departure  of  a  renowned  artist  of  her  school,  and  Ireland  suffer  the  loss  of  one  of  her  most  gifted  sons. 
On  the  27th  of  the  same  month,  long,  laudatory,  and  regretful  notices  appeared  in  the  London  and 
Dublin  journals;  they  were  obituary  notices:  for  the  great  sculptor  was  no  more'.1 


I^he  centenary  this  month  of  Foley's  death  is 
unlikely  to  be  the  subject  of  widespread  notice, 
and  this  should  not  be  too  surprising.  The  art 
and  architecture  of  the  Victorian  era  are  only  gradually 
being  reassessed  and  somewhat  unevenly,  and  sculp- 
ture in  particular  lags  tar  behind,  in  a  state  largely  of 
obdurate  neglect.  With  a  shortage  of  tactual  informa- 
tion, let  alone  the  obscurity  if  not  inaccessibility  of 
most  of  the  actual  works  themselves,  it  might  be  in- 
judicious to  attempt  on  such  an  occasion  more  than  a 
very  provisional  assessment  lor  our  own  day. 


Yet  while  he  was  alive,  and  for  a  time  afterwards, 
Foley  received  considerable  attention  and  acclaim.  He 
participated  in  a  number  of  schemes  in  the  mainstream 
of  the  history  of  English  nineteenth-century  sculpture 
such  as  the  St.  Stephen's  Hall  figures  at  the  New  Palace 
of  Westminster,  the  figures  set  up  in  the  Egyptian  Hall 
at  the  Mansion  House,  London,  and  the  Albert 
Memorial;  there  arc  a  number  of  incidents  which 
would  seem  to  indicate  the  height  of  esteem  in  which 
he  was  held  -  he  was  on  the  Committee  of  the  Institute 
of  Sculptors,  sometimes  chairing  a  meeting;  he  was 
one  of  only  four  sculptors  to  give  evidence  to  the  1863 
Royal  Commission  on  the  Royal  Academy,  and  it  was 
he  who  made  on  behalf  of  the  subscribers  the  selection 
of  three  hundred  and  eighty-two  drawings  from  Flax- 
man's  Art-remains  after  the  death  of  Miss  Dcnman, 
Flaxman's  sister-in-law  and  adopted  daughter.  He  was 
a  key  figure  in  the  Art-Journal's  campaign  to  boost  the 
British  School  of  Sculpture,  he  was  the  first  artist 
chosen  to  feature  in  the  scries  of  'Lives  of  the  Sculp- 
tors' in  the  Sculptors'  Journal  and  Fine  Art  Magazine;2 
within  a  decade  of  his  death  he  had  been  the  subject  of 
two  monographs3  (even  one  is  a  rarity  for  Victorian 
sculptors),  and  he  finally  achieved  apotheosis  on  the 
facade  of  the  Victoria  and  Albert  Museum  (No.  2). 

John  Henry  Foley  was  born  in  Dublin  in  1818.  His 
maternal  grandfather  was  a  sculptor  who  worked  on 
the  Customs  House  in  Dublin,  and  though  he  died 
when  Foley  was  only  eight  years  old,  he  had  already 
given  some  instruction  to  Foley's  elder  brother 
Edward  who,  after  further  apprenticeship  in  Dublin, 
went  on  to  London  where  he  was  taken  on  as  assistant 
to  the  sculptor  William  Behnes.  Sculpture  therefore 
was  not  unknown  in  the  family  as  a  profession.  While 
still  a  boy,  John  Henry  saw  a  cast  of  the  Apollo 
Belvedere  and  remarked:  'This  is  the  sort  of  thing  I'll 
spend  my  life  at'. 

About  183 1  he  started  to  attend  the  art  schools  of  the 
Royal  Dublin  Society,  and  in  1833  he  won  the  head 
prize  in  all  four  schools.  Hearing  of  this  success  his 
brother  Edward  suggested  he  come  and  study  at  the 
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Royal  Academy  Schools  in  London;  he  arrived  in 
London  in  1834  and  started  his  studies  in  1835.  He  first 
exhibited  at  the  Academy  in  1839,  two  ideal  works, 
Innocence  and  The  Death  of  Abel.  The  following  year  he 
exhibited  a  work  in  plaster  entitled  Ino  and  the  Infant 
Bacchus;  this  attracted  considerable  attention,  and 
Foley  received  two  commissions  to  execute  it  in 
marble;  its  final  destination  was  settled  (after  a  law- 
suit) in  favour  of  the  Earl  of  Ellesmere,  who  placed  it  in 
his  Sculpture  Gallery  at  Bridgcwater  House  (No.  3). 

His  next  important  success  was  in  1844  with  Youth  at 
a  Stream,  submitted  to  the  exhibition  held  that  year  in 
Westminster  Hall  by  the  Fine  Arts  Commission  as 
part  of  their  function  of  enriching  the  new  Houses  of 
Parliament,  then  under  construction,  with  works  of 
art.  Barry,  the  architect,  had  already  by  that  time 
begun  to  restrict  the  Commission's  scope  as  far  as 
sculpture  was  concerned,  but  it  still  had  the  interior  of 
St.  Stephen's  Hall  at  its  disposal,  and  the  Commis- 
sioners were  sufficiently  impressed  with  Foley's  entry 
to  assign  to  him  statues  of  the  seventeenth-century 
parliamentarians  John  Hampden  and  John  Selden.  The 
Hampden  (No.  4)  is  dated  1 847,  the  Selden,  commis- 
sioned later,  1855. 


2.  James  Gamele. 
John  Henry  Foley. 
London,  Victoria  and 
Albert  Museum, 
Cromwell  Road 
tacade.  Photograph  by 
the  Conrtanld  Institute 
of  Art. 


3 . London, 
Bridgcwater  House, 
interior.  Foley's  Ino 
and  Bacchus  is  visible 
on  the  right  behind 
the  sofa. 

Photograph  by  the 
National  Monuments 
Record. 
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Success  in  this  Westminster  contest  really  set  the 
seal,  publicly,  on  Foley's  position  and  reputation,  and 
from  the  mid  1840s  onwards,  his  professional  career 
prospered.  He  found  favour  with  the  Royal  Family  - 
hence  replicas  of  certain  works  such  as  the  Goldsmith 
(No.  5).  He  was  elected  ara  in  1849  and  full  Acade- 
mician in  1857,  and,  to  indicate  yet  another  mark  of 
professional  prestige,  he  was  one  cf  the  four  sculptors 
invited  privately  to  send  in  designs  for  the  national 
Wellington  Memorial  -  he  exhibited  one  at  the  Royal 
Academy  in  1854  -  before  it  was  put  out  to  public 
competition  in  1856. 


The  range  of  his  work  from  this  time  on  reflects  the 
basic  pattern  common  to  the  profession  in  mid- 
ccntury.  He  produced  staple  items  such  as  busts  (No.  6) 
and  memorials  (No.  8),  in  addition  to  works  of 
applied  art  such  as  the  tabic  centrepiece  of  the  Samuel 
Courtauld  Testimonial  Plate  and  the  design  from 
which  the  seal  of  the  Confederate  States  of  America 
(No.  7)  was  executed.  But  he  was  famous  principally 
for  his  statues,  in  which  field  he  developed  a  range  of 
types  and  achieved  a  distinction  in  handling  unsur- 
passed by  any  of  his  contemporaries. 


4.  J.  H.  Foley. 
John  Hampden. 
London,  New  Palace 
of  Westminster, 

St.  Stephen's  Hall. 
Photograph  by  the 
Department  of  the 
Environment. 

5.  J.  H.  Foley. 
Oliver  Goldsmith. 
Replica,  cast  by 
Elkington  and  Co. 
Royal  Collection, 
Windsor  Castle.  By 
Gracious  Permission  of 
Her  Majesty  the  Queen. 


6.  J.  H.  Foley. 
Lord  Hardinge. 
Maidstone,  Museum. 
Photograph  by  the 
Courtauld  Institute  oj 
Art. 

7.  Seal  of  the 
Confederate  States  of 
America,  trom  a 
design  by  J.  H.  Foley. 
The  Museum  of  the 
Confederacy , 
Richmond,  I  'irginia, 

USA. 


8.  James  Ward 
Monument,  London, 
Kensal  Green 
Cemetery,  with  The 
Muse  of  Painting  by 
J.  H.  Foley. 
Photograph  by  the 
Courtauld  Institute 
of  Art. 
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9.  J.  H.  Foley. 
Tlie  Elder  Brother 
from  Coiitus.  London, 
Royal  Academy  of 
Arts. 


It  is  sometimes  thought  that  statues  of  ideal  or 
literary  subjects  such  as  occupied  him  in  his  first  yoars 
in  London  were  less  favoured  by  him  in  later  years,  and 
certainly  their  incidence  declines.  But  the  cause  for  this 
could  be  rather  Foley's  response  to  what  was  allowed 
by  the  patronal  market,  on  which  he,  like  most 
sculptors,  depended  for  Ins  livelihood.  It  does  seem 
that  when  the  opportunity  arose  he  had  no  hesitation 
in  producing  a  work  of  this  type.  The  Mansion  House 
scheme  which  involved  setting  up  statues  of  figures 
taken  from  English  literature  in  the  Egyptian  Hall 
resulted  in  Foley's  Egeria  of  1855,  taken  from  Byron's 
Childe  Harold  (canto  iv,  stanza  118),  as  well  as  the 
Caractacus,  stemming  from  the  1855-56  commission. 
And  on  being  elected  Academician,  Foley  submitted 
as  his  Diploma  Work  The  Elder  Brother  from  Comus 
(No.  9)  of  i860,  based  on  Milton. 

Representing  portrait-statues  by  Foley  of  historic 
figures  are  the  Hampden  and  Selden,  and  also  the 
Goldsmith  (No.  5)  and  Burke  done  for  Trinity  College, 
Dublin.  These  historic  figures  verge  on  the  ideal,  in 
that  they  could  not  be  taken  immediately  from  life, 
and  they  were  held  to  embody  qualities  of  character 
such  as,  for  instance,  resolution  and  courtesy  (Hamp- 
den) which  are  abstract  if  not  ideal.  But  to  a  certain 
extent  they  approached  realism  too,  as  near  as  circum- 
stances would  permit,  in  that  Foley  exhaustively 
researched  his  subjects,  never  resting  satisfied  until  his 
memory  was  well  stored  with  facts,  and  his  imagina- 
tion fully  supplied  with  material  to  work  on:  Gold- 
smith's clothing  reflected  the  subject's  fondness  for  fine 
clothes,  and  Burke's  face  was  modelled  from  Reynolds' 
portrait. 

In  representing  his  contemporaries,  there  was 
clearly  more  scope  for  Foley  to  try  a  more  modern, 
realistic  treatment.  Quite  apart  from  easier  approxima- 
tion in  physiognomic  representation  -  with  the  Barry 
(No.  10),  for  instance,  the  likeness,  admirably  blending 
individuality  and  character,  was  thought,  in  point  of 
resemblance,  most  felicitous  -  the  incidence  of  realistic 
details  that  could  effectively  be  used  increased:  Barry, 
again,  is  dressed  in  the  loose  morning  wrapper  he 
regularly  wore,  and  he  is  surrounded  by  symbolic  but 
entirely  realistic  attributes  -  a  drawing  board  carrying 
a  plan  of  the  Houses  of  Parliament  and  a  sketch  of  the 
Victoria  Tower.  Sidney,  Lord  Herbert  of  Lea  (No.  11)  is 
clad  in  his  peer's  robes,  and  the  bearing  and  con- 
templative pose  (indicating  intellectual  activity)  were 
held  by  those  acquainted  with  him  to  characterise  his 
physique.  His  professional  achievements  are  indicated 
differently  from  Barry's  in  three  relief  scenes  set  into 
the  pedestal,  illustrating  significant  achievements  in  his 
career  as  Secretary  for  War  three  times  between  1845 
and  i860  (No.  12).  Relief  work  was  another  medium  in 
which  Foley  practised  successfully,  particularly  for 
memorials  (such  as  that  for  Brigadier-General  Nichol- 
son at  Lisburn  Cathedral,  Co.  Antrim)  where  he 
recorded  realistically  events  in  the  subjects'  lives. 
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12.  J.  H.  Foley. 
The  Construction  and 
Finishing  of  an 
Armstrong  Gun. 
Relief  set  in  the 
pedestal  of  the  Lord 
Herbert  of  Lea  statue. 
London,  Waterloo 
Place.  Photograph  by 
the  Courtauld  Inst'tute 
of  Art. 
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13.  J.  H.  Foley.  Viscount  Hardinge.  Calcutta. 

A  nineteenth-century  photograph. 

Department  of  Prints  and  Drawings,  India  Office  Library. 

But  it  was  his  equestrian  portrait-statues  that  were, 
in  their  time,  most  sensational,  particularly  two  of  his 
Indian  ones,  the  Viscount  Hardinge  and  the  Sir  James 
Oittram,  both  for  Calcutta.  The  Hardinge  (No.  t  3)  was 
installed  in  front  of  Government  House  in  1859.  It  was 
described  as  'bold,  almost  daring,  in  conception,  and 
masterly  in  execution',  'without  any  exception  the 
noblest  equestrian  statue  of  moderi  times',  and  the 
horse  in  particular  received  the  final  accolade  -  it  was 
reported  that  'the  Arab  horse-dealers,  with  whom  the 
love  of  the  horse  is  a  passion,  and  Knowledge  of  their 
points  of  excellence  a  universal  acquirement,  are  daily 
to  be  seen  gazing  at  it.  A  more  impressive  admiration 
than  that  of  these  wild  children  of  the  desert,  it  is 
impossible  to  witness  anywhere'.4  Close  came  Foley's 
fellow-artists,  who  formed  a  committee  to  try  and 
raise  enough  money  to  have  a  replica  made  before  the 
work  was  shipped  to  India.  But  their  enthusiasm  was 
not  matched,  in  terms  of  hard  cash,  by  a  wider  public, 
and  the  project  failed.  (After  remaining  in  India  for 
about  a  hundred  years,  the  statue  was  brought  back 
to  Britain.) 

The  climax  to  an  already  successful  career  came  in 
the  last  eight  years  of  Foley's  life  when  he  was  chosen 
to  work  on  two  major  national  memorial  monuments, 
the  O'Conncll  for  Ireland  and  the  Albert  Memorial  for 
England.  With  the  O'Conncll,  Foley  was  entrusted 
with  the  entire  design.  There  were  some  protests  at 
first  that,  living  in  London,  he  had  somehow  forfeited 
his  Irish  nationality,  but  these  were  disregarded  in  view 
of  what  appeared  to  be  his  obvious  superiority  over 
any  other  living  Irish  artist.  He  designed  a  work  forty 
feet  in  height  with,  at  the  base,  four  winged  Victories; 


there  followed  a  figure  of  Erin,  prefacing  a  drum  stage 
in  which  were  represented  all  the  different  walks  of 
life  that  benefited  from  the  Catholic  Emancipation 
Act  that  was  O'Connell's  principal  claim  to  fame  and 
gratitude;  surmounting  it  all  was  a  ten-foot  statue  of 
the  hero  himself.  The  monument  still  stands  in  Dublin. 

The  Albert  Memorial  was  different  (see  colour 
plate).  It  was  a  multi-artist  affair,  under  the  judicious 
managership  of  Sir  George  Gilbert  Scott.  At  first 
Foley  was  involved  only  in  one  of  the  four  corner 
groups  of  the  continents,  recipients  of  the  beneficial 
mission  of  the  Prince  Consort's  adopted  country: 
specifically,  Asia  (No.  14)  which  the  other  participat- 
ing artists  regarded  with  embarrassment  because  of  the 
presence  of  the  elephant.  The  central  figure  of  the 
Prince  was  originally  assigned  to  Baron  Marochetti, 
but  he  had  failed  to  produce  a  satisfactory  model  by  the 
time  of  his  death  in  1867.  The  job  was  then,  on  the 
instructions  of  the  Queen  herself,  handed  over  to 
Foley,  and  he  produced  the  figure  that  we  see  today.  It 
was  all  carefully  calculated,  inclining  forward  from  its 
elevated  position  for  the  benefit  of  the  spectator  so  far 
below,  and  of  the  overall  design,  since  it  would  thus 
locate  the  head  in  the  centre  of  the  arched  canopy 
from  the  side  as  well  as  the  front  viewpoint.  In  the 
attitude  and  expression  the  aim  was,  with  the  in- 
dividuality of  portraiture,  to  embody  rank,  character 
and  enlightenment,  thus  succinctly  expressing  the 
continued  coexistence,  in  'heroic'  portraiture,  of  the 
ideal  and  the  real. 

The  Albert  Memorial  was  the  consummation  of 
Foley's  career  in  more  senses  than  one.  In  1871,  while 
at  work,  cither  on  the  Asia  group,  which  entailed  his 
sitting  for  hours  at  a  time  on  the  wet  clay  of  the  limbs 
of  the  figure  while  modelling  the  bust  or,  according  to 
another  account,  while  striving  to  arrange  the  full- 
scale  model  of  the  Prince  Consort  on  its  pedestal  on  a 
day  of  frost  and  keen  east  wind,5  Foley  contracted 
pleurisy.  Though  he  recovered  to  a  certain  extent,  his 
health  was  never  good  again,  and  he  was  not  able  to 
devote  his  full  resources  to  completing  the  works  in 
hand ;  a  number  were  unfinished  when  he  died  in  1 874. 

Foley  had  a  number  of  pupils,  such  as  F.J.  William- 
son (183 3-1920),  one  time  private  sculptor  to  Queen 
Victoria,  but  two  in  particular  were  chosen  to  finish 
his  works.  G.  F.  Tcniswood  carried  the  Prince  Consort 
to  completion;  Foley  had  executed  the  model,  and  the 
head  and  hands  had  been  cast  and  chased  under  his 
supervision.  Teniswood  continued  this  process  for  the 
rest  of  the  figure  until  it  was  finally  installed  in  1876. 
Other  works,  including  the  O'Connell,  were  entrusted 
to  by  far  the  most  important  of  Foley's  pupils,  Thomas 
Brock  (1 847-1922),  who  subsequently  established  for 
himself  a  position  of  some  eminence  in  the  New 
Sculpture  movement,  but  only,  if  we  arc  to  believe  one 
authority,6  after  throwing  over  the  influence  of  his 
master.  But  this  was  not  Brock's  only  importance.  In 
addition  to  completing  some  of  Foley's  work  from 
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]874  to  1878,  he  acted  as  assistant  to  Lord  Lcighton 
in  his  sculpture  with  the  latter  doing  some  work  in 
Brock's  studio.  It  is  thus  perhaps  possible  that  the 
realism  of  Lcighton' s  work  which  did  have  an  impact 
on  the  rising  generation  in  the  1870s  and  1880s  owed 
something  to  Foley's  efforts  in  this  direction,  even 
though  they  were  ostensibly  of  no  value  to  the  new 
men. 

This  tendency  towards  realism,  or  rather,  more 
precisely,  this  departure  from  the  classical  norms,  to  be 
seen  particularly  in  the  choice  and  treatment  of 
drapery,  is  perhaps  the  most  important  individual 
feature  in  Foley's  work.  An  admixture  of  classicism 
and  naturalism  was  established  before  him  -  for  in- 
stance, in  the  work  of  Chantrey  and  those  who  follow- 
ed him  -  but  few  seem  to  have  been  quite  so  deter- 
mined to  express  modern  ideals  and  modern  feelings 
without  the  help  of  the  conventions  of  form,  subject 
and  style  derived  from  the  heritage  of  Antiquity.  His 
background  possibly  predisposed  him  towards  this: 
though  no  doubt  brought  up  on  a  thorough  ground- 
ing in  casts  from  the  Antique  and  aware  of  and  sensi- 
tive to  the  excellence  of  the  Elgin  Marbles,  he  had  not 
himself  been  to  Rome  as  many  of  his  colleagues  had, 
and  he  stated  that  he  placed  no  greater  value  on 
acquaintance  with  the  best  works  of  ancient  times 
than  with  those  of  modern  times.7  This  probably 
explains  his  appeal  to  those  who  wrote  about  him 
shortly  after  his  death  and  why  they  claim  him  on  the 
side  of  Art  for  Art's  sake:8  his  transitional  identity 
between  neo-classicism  and  naturalism  allows  for  this. 

But  to  see  him  solely  in  tins  context  is  not  quite 
adequate.  In  his  ability  to  produce  work  in  a  variety  of 
forms  at  a  sustained  level  of  competence  in  what  may 
be,  and  was  certainly  thought  by  some  at  the  time  to 
be,  the  most  difficult  of  the  arts  both  to  execute 
successfully  and  to  appreciate,  he  is  a  not  inconsider- 
able figure.  And  in  his  production  of  memorial 
statues  of  his  contemporaries  in  which  the  real  men 
were  siven  in  addition  a  certain  heroic  aura,  he  was 
among  the  most  effective  commcmorators  of  the  age 
in  winch  he  lived. 
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14.  J.  H.  Foley.  Asia.  Detail  from  Albert  Memorial,  London.  Photograph  by  the  Courtauld  Institute  of  Art. 
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THE  FOUNDINCx  OF 

THE  NATIONAL  GALLERY 

IN  LONDON 

Part  5.  Gregory  Martin 

The  year  1830  is  a  watershed  in  English  history,  for  although  the  nineteenth  century  was 
thirty  years  old,  its  particular  character  began  to  emerge  only  in  the  year  that  George  IV  died. 
Hitherto  successive  Governments  had  tried  to  preserve  the  inherited  eighteenth-century  fabric 
of  English  society,  which  the  French  Revolution  had  threatened.  Already  in  1829,  the  first 
cornerstone  of  the  traditional  Establishment  had  been  removed  by  the  repeal  of  the  Test  and 
Corporation  Acts.  This  opened  the  way  for  Catholics  to  become  first-class  citizens.  Three  years 
later,  the  Reform  Bill  was  passed  after  a  mighty  Parliamentary  struggle.  The  resulting 
extension  of  the  franchise  was  limited,  but  the  time-hallowed  political  system  had  been 
shown  to  be  no  longer  sacrosanct. 


The  intensity  of  political  debate  percolated  into  all 
public  affairs.  The  period  of  virulent  and  lcngtby 
public  controversy  -  for  which  the  Victorians  deve- 
loped such  an  appetite  -  thus  began.  Members  of 
Parliament,  like  everyone  else,  displayed  a  new,  con- 
scientious industry;  the  Reports  of  the  growing  number 
of  House  of  Commons  Select  Committees  grew 
bulkier.  And  it  was  the  architect  William  Wilkins' 
misfortune,  for  which  he  had  more  than  partly  himself 
to  blame,  that  he  found  himself  the  centre  of  one  of  the 
first  non-political  controversies  in  what  we  think  of  as 
the  nineteenth  century.  This  controversy  concerned 
his  plan  and  design  for  the  National  Gallery  at  Charing 
Cross,  which  was  to  be  the  first  and  perhaps  the  most 
criticised  of  the  many  public  buildings  erected  in  that 
era. 

Wilkins  was  vulnerable  to  attack  both  from  those 
who  were  challenging  the  entrenched  privileges  and 
the  social  value  of  such  corporate  bodies  as  the  Royal 
Academy,  and  from  those  who  despised  the  widely- 
used  Grecian  style  of  architecture,  of  which  he  was  an 
exponent.  In  that  changing  society,  nothing  was  more 
fluid  or  controversial  than  taste  in  architecture,  which 
of  all  the  arts  was  thought  best  suited  to  symbolize  the 
greatness  of  the  nation.  The  happy  eclecticism  of  the 
first  decades  of  the  century  gave  way  in  the  1830s  to  a 
battle  over  which  of  the  earlier  styles  best  deserved  to 
be  revived.  Wilkins  was  an  early  victim  of  this  battle; 
but  he  brought  the  full  brunt  of  public  controversy  on 
himself  because  of  his  over-confidence.  His  acknow- 
ledged learning  in  academic  circles  became  arrogance 
in  public.  But  he  was  also  a  victim  of  the  times: 
caught  between  demands  to  keep  Government  spend- 
ing down  and  to  satisfy  national  pride.  The  National 
Gallery  was  the  first  public  building  commissioned 
since  the  Report  of  the  Select  Committee  on  Public 


Buildings  of  1828,  and  Lord  Grey's  government  was 
bound  to  accept  its  recommendation  that  the  designs 
be  ?pproved  by  an  independent  committee. 

Wilkins'  original  design  -  a  variation  of  his  recently 
completed  University  College  -  was  determined  by 
the  principle  that  the  building  was  to  be  as  cheap  as 
possible.  But  Parliamentary  enthusiasm  for  the  project 
led  to  piece-meal  embellishment,  which  was  as  much 
prompted  by  members  of  the  Government  and  mould- 
ed by  the  dialectic  of  the  committee  system  as  clearly 
transmuted  by  Wilkins'  vision. 

But,  to  his  credit,  Wilkins  rarely  faltered.  He  was 
sustained  by  the  support  of  Lord  Grey  (No.  1)  and  the 
Royal  Academy  -  a  powerful  pressure  group  -  whose 
interests  he  was  serving.  Were  it  not  for  this  fact,  it  is 
unlikely  that  the  commission  would  ever  have  been 
realised,  and  it  was  thanks  to  Lord  Dover,  who  later 
opposed  Wilkins,  that  the  same  support  was  assured 
for  the  national  collection  of  paintings.  It  was  he 
who  proposed  at  the  meeting  of  October  26,  183 1,  at 
which  Lord  Grey  was  shown  Wilkins'  plan  for  the  first 
time,  that  Lord  Grey  himself  and  Ridley  Colborne  -  a 
Whig  member  of  Parliament  who  had  spoken  in  favour 
of  acquiring  Angcrstein's  collection  in  1824  -  should 
become  new  Trustees  and  that  Shee,  Lawrence's  effect- 
ive and  plausible  successor  as  President  of  the  Royal 
Academy,  should  also  take  his  place  on  the  Board  of 
Trustees. 

In  spite  of  Lord  Grey's  favourable  attitude  to  the 
plan,  no  allowance  was  made  for  it  in  the  Estimates 
presented  to  the  Commons  in  the  following  spring. 
The  legacy  of  the  architectural  extravagance  of  George 
IV  and  the  unanimous  desire  to  keep  down  public 
expenditure  ensured  that  there  could  be  no  unilateral 
action  from  the  Government.  It  was  probably  divided ; 
Lord  Althorp  adopted  the  familiar  role  of  a  Chancellor 
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of  the  Exchequer,  and  led  the  opposition.  He  claimed 
later  that  this  stance  was  determined  by  tactics:  certain- 
ly he  was  open-minded  to  the  extent  of  welcoming 
public  debate.  Time  was  found  to  discuss  the  re- 
housing of  the  national  collection  of  paintings  in  the 
Commons  on  April  i  3. 

The  debate  proved  decisive.  No  one  supported  Lord 
Althorp's  position,  while  Ridley  Colborne's  pragmatic 
espousal  of  the  Dysart  House  project  was  shown  to  be 
impractical  by  none  other  than  Lord  Duncannon,  Lord 
Dover's  successor  as  Commissioner  of  Woods  and 
Forests.  The  debate  took  a  significant  turn  when  Sir 
Robert  Peel  (No.  2)  rose  to  speak  the  leader  of  the 
Tory  opposition,  who  was  unencumbered  by  the  res- 
ponsibilities and  short-term  blinkers  of  office.  Peel 
spoke  as  the  advocate  of  Wilkins'  plan,  which  tactics 
required  should  remain  undisclosed.  His  powerful 
speech,  in  which  he  argued  for  a  free  grant  of  .£30,000 
'to  erect  ...  a  plain  and  suitable  Gallery'  was  his  first 
public  utterance  on  the  affairs  of  the  National  Gallery. 
It  marked  the  emergence  of  this  formidable  public 
figure  as  a  Trustee  of  influence,  who  -  having  nearly 
assuaged  his  own  passion  for  collecting  old  masters  - 
now  took  the  affairs  of  the  Gallery  to  heart. 

Unlike  Lord  Althorp,  Peel  did  not  speak  alone.  Most 
notably  he  was  supported,  in  an  otherwise  partisan 
speech,  by  the  leader  of  the  Radicals,  Joseph  Hume 
(No.  3).  The  debate,  indeed,  showed  that  there  would 
be  considerable  all-party  support  for  a  grant  to  build  a 
National  Gallery.  With  a  consensus  thus  established, 
the  Whig  Government  cast  about  to  set  in  motion 
machinery  to  ensure  an  acceptable  commission  for  the 
building. 

The  Trustees  and  probably  the  Government  and 
Royal  Academy  were  already  unofficially  committed 
to  Wilkins'  scheme.  This  was  for  a  simple  building 
some  four  hundred  and  sixty  feet  long  and  fifty  feet 
wide,  which  was  as  much  as  the  site  could  reasonably 
allow.  It  was  dominated  by  the  central  division, 
approached  by  flights  of  steps  up  to  a  portico  sur- 
mounted by  a  dome.  On  either  side  were  two  brick- 
faced  wings,  with  an  opening  in  the  centre  of  each: 
that  in  the  east  wing  to  provide  access  to  Duke's  Court 
and  Castle  Street  and  that  in  the  west  wing  to  the 
Barracks.  The  building  was  to  be  two-storied  and 
low  in  proportion  to  its  length.  This  was  because  its 
narrowness  would  not  allow  for  more  elaborate  in- 
ternal arrangements  made  necessary  by  a  tall  building, 
and  because  it  was  thought  undesirable  to  have  to 
climb  a  great  amount  of  stairs  to  the  exhibition  rooms, 
which  had  to  be  on  the  top  floor  as  skylights  were 
unanimously  felt  to  provide  the  best  means  of  illumin- 
ation. The  east  wing  was  to  be  given  over  to  the  Royal 
Academy;  the  national  collection  of  pictures  was 
allocated  the  suite  of  rooms  on  the  top  floor  of  the  west 
wing  and  the  Public  Records,  the  ground  floor.  The 
amount  of  hanging  space  available  for  the  paintings 
was  greater  than  that  specified  as  necessary  by  the 
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Trustees  in  1830.  It  consisted  of  four  large  rooms,  one 
of  which  was  later  divided  in  half;  but  no  definite 
provision  was  made  for  the  offices  of  the  establishment, 
which  it  was  probably  planned  (under  a  separate  and 
unpublished  agreement)  to  house  in  the  adjacent  prop- 
erty in  Pall  Mall  East.  Public  access  to  the  national 
collection,  and  the  Royal  Academy  was  to  be  gained 
via  the  central  division,  which  was  made  up  of  halls 
and  vestibules  for  the  two  establishments  and  stairways 
leading  up  to  the  exhibition  rooms  on  either  side. 

The  Government  was  concerned  to  cover  itself 
against  any  possible  accusation  that  Wilkins'  appoint- 
ment had  been  unfairly  fixed,  or,  in  the  parlance  of  the 
day,  was  a  'job'.  Following  the  recommendation  of  the 
1828  Report,  it  set  up  a  'Committee  for  inspecting  and 
reporting  on  Plans  for  a  National  Gallery  and  Royal 
Academy'  whose  members  were  Farnborough,  Dover, 
Ripon,  Ridley  Colborne,  Peel,  and  Slice  (all  Trustees) ; 
Lord  Duncannon,  the  Commissioner  of  Woods  and 
Forests,  and  the  Marquess  of  Lansdownc  and  Samuel 
Rogers  (No.  4)  -  the  only  outsiders.  A  competition, 
however  unfair,  was  arranged.  First,  Charles  Cockcrell 
was  approached  for  a  design.  He  submitted  it  within 
two  weeks.  His  National  Gallery  was  to  be  four  hun- 
dred feet  long,  and  consisted  of  a  'main  building, 
comprising  shops  and  Gallery'  with  'wings  at  cither 
extremity'  and  would  cost  £60,000.  This  plan  was 
probably  rejected  at  a  meeting  of  the  Committee  held 
on  May  14.  Nash  was  approached  next.  This  was  an 
act  of  justice  to  the  man  who  had  created  the  site,  and 
whose  case  over  Buckingham  House,  Duncannon,  at 
least,  considered  to  be  a  'hard'  one.  Nash  was  then 
living  in  retirement  on  the  Isle  of  "Wight,  but  his 
nephew  and  assistant,  James  Pcnncthorne,  was  entrust- 
ed with  the  details  and  visited  the  site  on  June  1.  Two 
plans  were  submitted.  It  is  not  known  what  they  were 
like;  certainly  they  must  have  differed  from  Nash's 
two  earlier  designs,  as  these  had  been  devised  before 
the  commitments  had  been  made  to  provide  rights  of 
way  through  the  building  to  the  Barrack  Yard  and 
Duke's  Court.  Both  plans  were  rejected  by  the  Com- 
mittee on  June  18. 

Having  thus  -  properly  -  introduced  an  element  of 
competition,  the  Government  set  about  ensuring  that 
there  could  be  no  repetition  of  the  runaway  costs  that 
had  bedevilled  public  building  in  the  previous  decade. 
Wilkins  was  pressed  to  provide  an  accurate  estimate: 
his  first  recorded  figure  was  £43,425  which  -  as  it 
turned  out  -  was  about  half  the  sum  actually  to  be 
spent.  The  figure  was  quickly  increased  to  £50,000 
because,  with  growing  enthusiasm  for  the  project,  the 
Government  abandoned  Peel's  early  specification  of  a 
'plain'  building  on  the  grounds  that  the  'structure' 
ought  to  be  expressive  of  the  progress  which  archi- 
tecture had  made  in  this  country'.  It  was  thus  decided 
that  the  whole  facade  should  be  faced  with  stone. 

An  estimate  of  £50,000  was  included  in  the  full  des- 
cription of  the  building,  tabled  in  the  Commons  on 


July  17.  The  grant  was  debated  six  days  later  and 
agreed;  for,  according  to  Peel,  the  matter  'had  been 
prepared,  most  properly  by  his  Majesty's  Ministers.  . . . 
He  was  happy  to  say  that  they  had  diverted  the  question 
of  all  party  feeling,  and  had  consulted  every  class  of 
persons  likely  to  promote  the  object  in  view  .  .  .'. 
However,  three  dissentient  points  were  raised :  that  the 
Government  should  revise  the  rules  of  the  Royal 
Academy  in  return  for  providing  it  with  accommoda- 
tion; that  the  site  should  allow  for  future  expansion  of 
the  Gallery  -  if  need  be  the  Barracks  should  be  surrend- 
ered-and  that  there  should  be  room  for  the  exhibition 
of  statues.  The  battle  lines  of  the  not-distant  future 
were  thus  already  drawn. 

Wilkins  was  soon  to  be  given  possession  of  the  site; 
but  difficulties  almost  immediately  arose.  The  negoti- 
ations for  the  acquisition  of  the  tall  houses  at  the  end  of 
Pall  Mall  East  were  probably  at  this  time  abandoned, 
and  thus  there  was  no  provision  in  the  scheme  for  the 
offices  of  the  National  Gallery.  Farnborough  was 
alerted  and  requested  to  re-inspect  the  plan.  His  fellow 
Trustees,  like  himself,  were  in  the  country,  and  no 
meeting  could  be  arranged  until  the  end  of  October. 
When  they  finally  met  on  October  23,  they  had  no 
option  but  to  reject  the  plan  unless  space  could  be 
provided  for  the  offices  on  the  ground  floor  of  the  west 
wing.  This  decision  determined  the  eventual  removal 
of  the  Public  Records  from  Charing  Cross. 

But  the  next  difficulty  arose  from  Wilkins'  hope  to 
be  entrusted  not  only  with  the  National  Gallery  pro- 
ject but  also  with  the  lay-out  of  the  open  space  in  front 
of  it,  which  was  already  but  not  generally  called 
Trafalgar  Square.  And  when  he  looked  beyond  the 
immediate  problems  presented  by  the  building,  he  hit 
on  what  he  probably  rightly  considered  to  be  a  flaw  in 
Nash's  concept  for  the  development  of  the  area.  Nash 
had  established  the  position  of  the  National  Gallery  in 
order  to  make  the  portico  of  St.  Martin-in-the-Ficlds 
the  culmination  of  the  view  along  Pall  Mall  East. 
Wilkins,  not  unnaturally,  was  uncommitted  to  this 
eastward  orientation;  and  he  realised  that  the  view  of  a 
building  set  on  Nash's  axis  when  seen  from  Whitehall 
would  be  out  of  joint,  because  its  central  feature  would 
not  directly  face  the  spectator.  Farnborough  had  recog- 
nized this  flaw  in  Nash's  concept  in  1826.  But  he,  like 
many  others,  would  have  little  sympathy  for  the 
solution  which  Wilkins  was  to  propose  in  December: 
that  the  axis  of  the  building  be  swung  southwards, 
so  that  it  faced  directly  down  Whitehall,  for,  as  a 
result,  the  view  of  the  portico  of  the  church  from 
Pall  Mall  East  would  be  obstructed. 

Wilkins'  proposal  divided  the  advisory  Committee. 
The  objectors  brought  forward  a  counter-proposal  that 
if  the  new  axis  was  adopted,  one  or  both  of  the  end 
sections  of  the  facade  should  be  set  back  to  allow  for  at 
least  sonic  view  of  the  portico  from  Pall  Mall  East. 
Wilkins,  however,  wished  to  retain  the  straight  line  of 
the  building,  although  at  about  the  same  time  he  did 
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agree  to  elaborate  the  openings  in  the  wings  with  pro- 
jecting archways  supported  by  free-standing  columns. 

The  Committee  was  unable  to  resolve  its  differences; 
and  all  the  outstanding  problems  were  thus  referred  to 
Lord  Grey.  Early  in  1833,  he  decided  in  Wilkins' 
favour  as  far  as  the  new  site  was  concerned.  He  also 
confirmed  the  allocation  of  the  ground  floor  of  the 
west  wing  for  the  offices  of  the  National  Gallery,  the 
proposal  to  bring  forward  the  openings  in  the  wings, 
and  the  addition  of  a  single-storied,  octagonal  gallery 
placed  at  the  centre  of  the  northern  side  of  the  building, 
space  for  which  was  created  by  the  re-alignment.  The 
alterations  increased  the  estimate  by  .£12,000  to 
£62,000. 

Events  now  began  to  move  more  quickly.  The 
contract  was  put  out  to  tender  soon  after  Lord  Grey's 
decision.  But  Wilkins  was  almost  equally  soon  to  be 
forced  to  present  his  case  to  the  public;  and  the  con- 
troversy broke  while  the  various  building  firms  were 
making  their  calculations  to  bid  for  the  contract. 
Neither  Wilkins  nor  the  Government  was  obliged  to 
publish  the  plans,  and  it  is  evident  that  Wilkins,  at 
least,  was  unwilling  for  this  to  happen.  But  public 
curiosity  had  been  roused  by  rumours  circulating  for 
the  last  month  or  more  of  differences  within  the 
advisory  Committee;  these  were,  no  doubt,  fed  and 
stoked  by  Wilkins'  opponents.  The  showdown  came 
at  the  private  view  of  the  exhibition  at  the  British 
Institution  on  February  2.  Among  those  present  were 
Wilkins  and  Jerdan,  the  editor  of  the  Quarterly  Review 
-  Canning's  supporter  who  had  earlier  published  Agar 
Ellis'  article  on  the  National  Gallery.  Wilkins  had 
already  refused  to  be  introduced  to  this  editor  of  a 
Tory  magazine;  but  he  was  now  unable  to  avoid  him. 
Jerdan  requested  permission  to  reproduce  a  drawing  of 
the  elevation.  Wilkins  demurred,  but  could  not  deny 
him  the  right  to  see  the  model  which  was  then  at  the 
Department  of  Woods  and  Forests. 

Clearly  it  was  to  Wilkins'  advantage  to  delay  publi- 
cation and  open  discussion  of  his  plans,  for  the  deeper 
the  Government's  commitment,  the  harder  it  would 
be  for  it  to  disengage  and  renege.  But  clearly  also,  it 
was  vital  for  Wilkins'  opponents  to  initiate  public 
discussion  as  soon  as  possible.  At  this  stage,  opposition 
was  based  not  so  much  on  Wilkins'  design,  as  on  his 
plan  to  change  the  orientation  of  the  building.  But  for 
some,  at  least,  dislike  of  the  latter  may  have  merged 
into  a  more  all-embracing  critical  attitude.  Certainly 
the  ever-growing  swell  of  rumour  forced  Wilkins' 
hand.  On  February  16,  he  published  in  the  Whig- 
biassed  Athenaeum,  an  article  headed  'On  the  change  of 
Front  of  the  Buildings  for  the  National  Gallery'  (a 
map  (No.  5)  showing  the  alternative  sites  of  the  build- 
ing was  published  in  the  Athenaeum  of  March  2).  He 
gave  three  cogent  reasons  for  the  change  of  site :  the  old 
axis  would  bring  the  north-eastern  side  of  the  building 
up  to  within  seventeen  feet  of  the  workhouse  in 
Duke's  Court;  it  would  also  only  allow  an  oblique 
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view  of  the  portico  of  St.  Martin's  from  Pall  Mall  East, 
while  the  new  axis  would  create  a  symmetrical  lay-out 
for  the  open  space  at  the  top  of  Whitehall. 

But  unfortunately,  Wilkins  was  arguing  from  the 
centre  of  the  controversy.  And  he  spoilt  his  case  by 
claiming  untruthfully  to  have  originated  the  idea  of 
building  a  National  Gallery  at  Charing  Cross  and  by 
unnecessarily  criticising  the  church.  Fie  stated  that  his 
National  Gallery  would  surpass  Gibbs'  badly-designed 
church,  for  he  'should  have  passed  a  great  many 
years  of  useless  study,  if  (he)  could  not  design  some- 
thing very  superior.  .  .  .'  The  chief  fault  of  St.  Martin's 
lay  in  the  fact  that  it  was  not  designed  according  to 
Grecian  principles.  Wilkins  believed  that  'A  system 
founded  on  the  pure  basis  of  Grecian  excellence  must 
and  will  finally  prevail'.  The  implication  was  that  his 
National  Gallery  conformed  to,  and  embodied  this 
system,  a  fact  which  would  justify  St.  Martin's  be- 
coming but  'a  subordinate  object  in  the  general  view'. 
Of  course,  Wilkins  had  no  intention  of  revealing  his 
design  so  that  his  claims  could  be  weighed  against  the 
evidence.  But  his  arrogance  had  fearfully  exposed  him ; 
for  his  opponents,  it  now  became  that  much  more 
desirable  to  publish  the  proposed  elevation  and  there 
was  almost  immediately  to  occur  one  of  those  brief 
tragi-farccs  that  often  accompany  the  actions  of  the 
press  when  doing  its  duty  against  officialdom. 

Jerdan,  having  obtained  permission  to  inspect  the 
model  at  the  Department  of  Woods  and  Forests,  sent 
along  a  young  architect  possibly  with  a  sketch  of  the 
elevation  which  Jerdan  had  already  obtained.  The 
architect  set  about  cither  correcting  the  drawing  from 
the  sight  of  the  model,  or  -  the  version  of  events  con- 
flict -  started  to  make  a  new  drawing  of  it.  He  was 
interrupted,  and  told  that  'he  could  not  be  permitted 
to  take  or  make  use  of  any  sketch  of  it'.  The  scene 
was  probably  memorably  hectic  with  ruffled  tempers 
and  outraged  dignity;  but  the  young  hero  of  the  hour 
succeeded  in  leaving  the  office  with  his  drawing,  which 
was  published  in  the  Literary  Gazette  on  February  23 
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(No.  6).  The  engraving  was  coarsely  executed  and  in- 
accurate; and  Wilkins  immediately  denounced  it  in  a 
letter  to  the  evening  paper,  The  Globe:  'In  the  Literary 
Gazette  of  today  I  perceive  the  Editor  pretends  to  give 
an  elevation  of  the  Building  of  the  National  Gallery, 
which  bears  as  much  resemblance  to  the  design  as  St. 
Martin's  to  St.  Paul's,  and  which  imperfect  as  it  is,  has 
been  surreptitiously  obtained  . . .'. 

Wilkins  must  have  been  severely  embarrassed  by  the 
print,  for,  as  was  soon  to  be  revealed,  its  chief  in- 
accuracy -  the  omission  of  the  two  end  sections  of  the 
facade  -  resulted  from  the  fact  that  they  had  been 
papered  over  on  the  model  because  there  was  still  some 
official  uncertainty  about  the  elevation.  This  fact  was 
not  known  to  Jerdan  when  he  published  his  young 
architect's  sketch.  Inevitably  he  had  strong  doubts 
concerning  the  project.  Chiefly  the  elevation  was  criti- 
cised for  being  too  low,  while  the  Grecian  style,  with 
which  it  was  not  as  yet  disputed  that  it  conformed,  was 
considered  inappropriate  and  unsuitable  for  the  area. 
Wilkins'  proposed  new  axis  was  attacked  for  destroy- 
ing thevicwof  St.  Martin's  portico  from  Pall  Mall  East. 

Wilkins'  position  was  weakened  by  the  scoop  of  the 
Literary  Gazette.  Opposition  to  his  proposal  flared  up, 
and  the  matter  was  taken  up  by  the  parishioners  of  St. 
Martin's.  They  discussed  it  in  vestry,  and  drew  up  a 
petition  asking  the  Government's  advisory  Commit- 
tee to  re-consider  the  site  of  the  National  Gallery  'and 
give  it  such  a  direction  as  may  leave  the  church  ...  in 
such  a  relative  situation  that  it  may  continue  to  be  seen 
to  the  best  possible  advantage  .  .  .'.  In  these  circum- 
stances of  public  outcry,  the  proposal  was  to  be  taken 
up  again  by  the  advisory  Committee.  It  met  on  Feb- 
ruary 28;  and  Lord  Dover  recorded  in  his  diary:  'We 
decided  to  throw  back  the  front,  so  as  not  to  interfere 
with  the  view  of  the  Portico  ...  I  fought  the  battle 
for  this,  and  had  some  difficulty  in  carrying  my  point'. 
In  fact  a  compromise  was  reached,  which  involved  the 
retention  of  Wilkins'  proposed  axis  and  the  with- 
drawal of  the  whole  building  sixty  feet  northwards 
(No.  7).  On  March  1,  the  leading  parishioners  of  St. 
Martin's  returned  to  the  battle  and  petitioned  the 
Treasury.  Whether  this  last  gesture  was  necessary  is 
not  known.  But  certainly  on  the  same  day,  the  Treas- 
ury accepted  the  Committee's  compromise,  which  was 
published  the  following  day  in  the  Atlienaeuin.  It  was 
thus  thanks  to  the  press  and  Lord  Dover  (rather  than 
Lord  Grey,  who  'did  not  see  anything  in  the  St. 


Martin's  portico')  that  the  present  northern  line  of 
Trafalgar  Square  was  established.  It  was,  too,  Lord 
Dover's  last  significant  act  in  public  affairs,  for  he  was 
becoming  increasingly  sick.  This  cultured  man,  who 
had  contributed  much  to  the  founding  of  the  National 
Gallery,  was  to  die  at  the  age  of  only  thirty-six  early 
in  July. 

The  compromise  preserved  Wilkins'  proposal  for 
the  symmetrical  lay-out  of  Trafalgar  Square,  and  so 
far  as  setting  back  the  building  was  concerned  it  only 
affected  the  rooms  on  the  ground  floor  at  the  back  of 
the  eastern  wing.  These  were  to  be  very  dark  because 
of  the  proximity  of  the  workhouse  opposite  in  Duke's 
Court.  However,  the  compromise  was  also  a  public 
humiliation  for  Wilkins,  which  he  did  not  quickly 
forget.  Nor  did  it  bring  to  an  end  the  controversy 
surrounding  his  design.  The  publication  of  the  ele- 
vation -  however  inaccurate  -  allowed  it  to  take  a 
different  turn,  which  was  partly  provoked  by  Wilkins' 
arrogance  and  partly  by  professional  jealousy.  Wilkins 
was  at  error  in  being  too  keen  for  a  fight,  and,  as  one 
of  his  opponents  was  to  state  (with  some  exaggeration), 
he  showed  himself  incapable  of 'penning  a  paragraph 
without  committing  a  blunder'.  He  replied  to  the 
first  attack  of  the  Literary  Gazette  in  the  following 
number  of  the  Atlienaeuin.  His  attempt  to  ridicule 
Jerdan's  incompetence  in  architectural  matters  was 
foolhardy:  he  took  great  pains  to  point  out  that  his 
elevation  was  not  based  solely  on  Grecian  principles: 
he  had  been  forced  to  introduce  the  archways,  which 
were  not  of  Grecian  origin,  and  had  introduced  a 
parapet  and  balustrade  -  'a  termination  that  is  certainly 
not  Greek'. 

Wilkins'  position  was  thus  nearly  indefensible:  his 
design  for  the  National  Gallery  did  not  conform  to 
the  'system  founded  on  the  pure  basis  of  Grecian 
excellence',  winch  he  had  previously  pronounced  to 
be  his  professional  credo.  The  March  number  of  the 
Gentleman's  Magazine  dwelt  at  length  on  this  point: 
'to  call  this  design  Grecian  is  to  give  it  a  misnomer'. 
The  writer  hoped  that  'at  least  some  modification 
may  be  made  .  .  .  and  that  the  structure  which  is  to 
be  built  will  vie  in  grandeur  with  palaces  of  Italy  and 
France,  instead  of  being  a  meagre  adaptation  of 
Greek  architecture  to  uses  for  winch  it  was  never 
designed'. 

k  The  lowness  of  the  proposed  elevation  (for  which 
there  were  good  reasons)  was  generally  recognized 
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as  its  chief  fault:  the  building  would  be  dwarfed  by 
the  houses  that  still  stood  at  the  eastern  end  of  Pall 
Mall  East  and  would  not  conceal  a  view  of  the  Barracks 
to  the  north.  The  reference  in  the  Gentleman's 
Magazine  to  the  'palaces  of  Italy  and  France'  clearly 
alluded  to  the  next  challenge  that  Wilkins  had  to 


face.  This  came  from  Sir  Edward  Cust,  a  Tory  mem- 
ber of  Parliament  and  parishioner  of  St.  Martin's,  who 
had  already  taken  part  in  the  agitation  against  Wilkins' 
proposed  new  axis.  Cust  was  an  admirer  of  the  young 
architect,  Charles  Barry,  who  had  recently  designed 
the  Traveller's  Club  in  Pall  Mall  on  Palladian  principles. 


7.  Wilkins'  working 
drawing  showing  the  three 
sites  of  the  National  Gallery, 
The  Public  Record  Office,  London. 

8.  James  Barry's  design  for 
the  National  Gallery, 
print  published  in  1833. 
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And  early  in  March,  Cust  and  Barry  privately  issued 
two  prints:  one  of  Wilkins'  proposed  building  that 
exaggerated  its  lowness,  the  other  of  Barry's  design  for 
the  National  Gallery  (No.  8).  It  was  based  on  Palladian 
principles  -  a  tall  and  grand  concept  that  also  solved 
the  problem  of  providing  access  to  the  Barrack  Yard 
by  placing  an  entrance  to  it  at  the  west  end  of  the 
Gallery  beside  the  houses  in  Pall  Mall  East  and  to 
Duke's  Court  by  an  archway  dominating  the  centre 
of  the  building.  This  was  an  improvement  on  Wilkins' 
solution  which  involved  destroying  the  internal  con- 
tinuity in  the  ground  floor  of  both  wings. 

By  the  middle  of  March  every  aspect  of  Wilkins' 
plan  had  been  publicly  questioned  and  criticised.  The 
design  had  been  ridiculed,  the  site  had  been  claimed 
to  be  too  narrow,  and  the  union  of  the  National 
Gallery  and  Royal  Academy  in  the  same  building  was 
thought  to  be  detrimental  to  both  institutions.  Public 
consensus  had  thus  collapsed. 

But  worse  was  to  follow.  The  contractors  delivered 
their  tenders  on  April  19.  And  it  was  soon  evident  that 
Wilkins  had  been  wildly  optimistic  about  the  cost  of 
the  building.  For  added  together,  the  lowest  tenders 
would  make  the  total  cost  £76,867  -  over  £14,000 
more  than  Wilkins'  last  estimate.  Wilkins,  at  first, 
could  provide  only  two  explanations  for  his  miscal- 
culation: the  'peculiar  and  unusual  construction'  and 
the  fact  that,  with  Duncannon's  knowledge  but  with- 
out official  approval,  he  had  raised  the  height  of  the 
building  by  nine  feet  (thus  forestalling  Cust's  criticism), 
so  that  it  would  at  least  range  with  St.  Martin's.  His 
sorry  account  was  sent  to  the  Treasury  Lords;  the 
project  was  in  serious  jeopardy.  Any  further  action 
would  now  depend  on  the  decision  of  Lord  Grey  and 
his  colleagues.  And  in  June,  the  painter  Haydon,  who, 
through  his  commission  to  paint  the  Reform  Banquet 
had  used  his  access  to  all  the  leading  members  of  the 
Government  to  campaign  against  the  project,  reported 
that  Duncannon  'seemed  doubtful  of  the  whole 
concern'. 

Wilkins  sought  to  ameliorate  the  situation  by  reduc- 
ing the  newly  estimated  figure  and  by  providing 
acceptable  reasons  for  the  excess  that  would  remain. 
He  found  economies  in  reducing  by  four  feet  the 
amount  by  which  he  hoped  to  increase  the  height  of 
the  building,  and  by  reviving  the  proposal,  which  he 
had  originally  opposed,  of  setting  back  the  two  end 
sections  of  the  wings.  This  would  break  the  straight 
line  of  the  facade,  but  would  cut  down  the  width  of 
the  building  in  these  sections  and  thus  reduce  the 
amount  of  building  materials  required.  It  is  possible 
that  the  contractors  estimated  their  tenders  both  with 
the  end  sections  in  line  with  the  rest  of  the  facade  and 
set  back.  When  the  copy  was  secretly  made  for  the 
Literary  Gazette  in  February,  there  was  uncertainty 
about  these  sections,  which  were  then  covered  up. 
Wilkins  in  his  letter  explaining  the  increased  cost 
hinted  at  the  means  he  was  to  use  to  make  economies : 


'all  the  alterations  and  reductions  which  principally 
affect  the  extreme  ends  of  the  building  .  .  .  may  be 
calculated  with  very  little  trouble'.  And  in  May,  he 
made  a  drawing  of  the  ground  plan,  which  shows  that, 
by  this  time,  he  had  decided  to  set  the  wings  back. 

The  Treasury  referred  the  problem  to  the  advisory 
Committee,  which  met  on  July  10.  Wilkins  there  gave 
his  considered  explanation  of  the  increase  in  cost:  the 
raising  of  the  height  by  five  feet;  the  execution  of 
eighteen  statues  to  fill  the  niches  on  the  second  storey; 
the  change  of  site;  and  the  conversion  of  the  ground 
floor  of  the  west  wing  into  the  offices  of  the  National 
Gallery.  None  of  these  reasons  except  the  first  would 
stand  up  to  much  scrutiny:  the  proposal  to  execute 
statues  had  not  before  been  mentioned  and  was  never 
proceeded  with;  Wilkins  had  never  stated  -  at  the 
height  of  the  controversy  -  that  withdrawing  the  site 
northwards  was  objectionable  on  grounds  of  cost, 
while  the  cost  of  converting  the  ground  floor  of  the 
west  wing  to  offices  had  been  included  previously  as 
an  item  in  the  estimate  approved  in  January. 

The  reasons  could  not  have  convinced  the  members 
of  the  Committee.  Nevertheless  they  accepted 
Wilkins'  new  estimate  of  £76,000.  It  was  still  a  cheap 
building,  comparing  not  unfavourably  with  Smirke's 
recently  accepted  estimate  of  -£70,000  for  the  north 
wing  of  the  British  Museum,  which  was  to  be  three 
hundred  and  fifty  feet  long,  and  one  hundred  feet  at 
its  widest.  And  in  spite  of  the  breakdown  of  public 
consensus,  the  Trustees  of  the  National  Gallery  and  the 
members  of  the  Royal  Academy,  who  were  a  majority 
on  the  Committee,  still  favoured  the  plan,  for  it  would 
sec  both  institutions  housed  in  a  far  superior  manner 
than  at  present.  To  reject  the  plan  now  would  create  a 
perhaps  indefinite  delay  to  the  solution  of  their  prob- 
lems. So  for  better  or  worse,  they  remained  loyal  to 
Wilkins. 

Duncannon  was  a  member  of  the  Committee,  and 
signed  the  recommendation  that  Wilkins'  new  estim- 
ate be  accepted.  But  since  Lord  Ripon's  recent  resigna- 
tion from  office,  he  was  the  only  member  of  the 
Committee  who  could  argue  the  case  in  the  Govern- 
ment. He  had  Lord  Grey's  continued  support  for  the 
project;  but  he  was  overruled  to  the  extent  that  it  was 
decided  that  the  plan  should  not  be  proceeded  with 
without  a  further  demonstration  of  support  from  the 
Commons,  for  the  Government's  position  was  delicate. 
It  had  yet  to  obtain  supplies  for  various  aspects  of 
government  expenditure  including  the  public  works 
programme.  The  estimates  for  this  programme  -  in- 
cluding £10,000  towards  building  a  National  Gallery - 
had  been  tabled  on  April  3  before  the  delivery  of  the 
tenders  for  the  contract.  The  Government  was  com- 
mitted to  holding  down  public  expenditure  and  to 
maintaining  the  policy  of  retrenchment.  Sharp  scrutiny 
of  the  estimates  was  an  accepted  -  and  feared  -  activity 
in  the  House  of  Commons.  In  this  context,  it  is  not 
surprising  that  the  Government  decided  to  propose  the 
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abandonment  of  Wilkins'  plan.  There  was  little  to 
recommend  it  from  the  point  of  view  of  the  Treasury 
bench  in  the  Commons:  not  only  had  the  plan  proved 
incapable  of  housing  part  of  the  Public  Records  as  the 
Commons  had  been  promised,  but  also  the  cost  of 
financing  its  more  limited  objectives  had  now  risen  by 
more  than  half  as  much  again  above  the  first  accepted 
figure.  Furthermore,  the  whole  project  had  been 
widely  criticised  in  the  press. 

The  Cabinet  may  have  been  divided  on  the  wisdom 
of  proceeding  with  Wilkins'  plan.  But  in  spite  of  the 
importance  publicly  attached  to  the  notion  of  building 
a  National  Gallery,  the  Cabinet's  stance  of  zealous 
avoidance  of  extravagance  -  whether  a  parliamentary 
tactic  or  not  -  did  not  provoke  any  resignations.  Indeed 
Duncannon  played  his  cards  close  to  his  chest,  for  it 
was  through  the  press  that  an  astonished  and  dismayed 
Wilkins  learnt  that  the  Government  favoured  the 
abandonment  of  his  plan.  Duncannon  made  the 
announcement  in  the  Commons  on  August  12:  'A 
plan  has  been  suggested  as  much  more  convenient  for 
the  exhibition  of  the  national  pictures  -  namely,  putting 
them  up  in  the  banqueting  room  at  Whitehall,  which 
is  at  present  used  as  a  place  of  Divine  service  for  sold- 
iers. If  that  plan  can  be  adopted,  a  fine  room  would  be 
secured  for  the  pictures ;  and  I  think  that  after  reward- 
ing the  architect  for  his  plans,  and  after  building  a  new 
chapel  for  the  soldiers,  and  after  clearing  the  present 
chapel  .  .  .  and  building  a  house  for  the  keeper  -  all 
which  .  .  .  may  be  done  for  £25,000  or  £26,000  -  a 
saving  of  £100,000  may  be  effected  by  letting  off  the 
building  ground  of  the  site  originally  intended  for  the 
gallery,  and  by  leaving  the  space  open  in  front  of  St. 
Martin's  church'. 

Having  provided  an  alternative,  the  Government 
spokesmen  asked  the  House  to  make  a  decision.  Lord 
Althorp  stated  that  the  Government  had  not  made  a 
decision  either  way;  he  strongly  recommended  'that 
the  House  should  go  into  the  consideration  of  the 
expense  . . .  before  any  part  of  the  expenditure  is  begun 
upon;  and  that,  after  the  building  is  once  commenced, 
no  alteration  should  be  made  in  the  plan  .  .  .'.  The 
situation  was  urgent,  as  Duncannon  reminded  bis 
audience,  because  it  was  planned  to  get  rid  ofAngerst- 
ein's  house  in  Pall  Mall  to  make  way  for  a  road. 

The  problem  was  debated  two  days  later,  when  the 
Miscellaneous  Estimates  -  among  which  was  the  vote 
of  £10,000  towards  the  expense  of  building  a  National 
Gallery  -  were  discussed  by  the  Committee  of  Supply. 
The  Government's  position  then  came  under  con- 
siderable attack  -  especially  when  the  Secretary  of  the 
Treasury,  Spring  Rice,  announced  that  it  did  not  intend 
to  move  for  the  vote  of  £10,000.  Support  for  the 
Whitehall  alternative  was  at  the  most  lukewarm;  and 
with  the  exception  of  Cobbett,  members  were  in 
favour  of  building  a  new  National  Gallery.  The 
Government  spokesmen  were  thus  able  to  change  their 
line  in  the  debate. 


Duncannon  revealed  that  that  the  Government  was 
in  fact  committed  to  Wilkins'  plan,  which  had  been 
attacked  by  some  members,  'and  if  his  contract  for 
executing  it  had  come  within  £62,000  it  would  have 
been  adopted  .  .  .  His  tender,  however  amounted  to 
£75,000  (sic?)  (the)  Government  would  not  proceed 
with  the  work  until  they  (sic)  brought  the  matter  under 
the  consideration  of  Parliament'.  On  these  terms,  the 
Estimate  was  put  to  the  vote  and  agreed.  Thus  the  first 
reformed  House  of  Commons  affirmed  its  belief  in  the 
importance  and  desirability  of  a  project,  long  hoped 
for  and  now  so  urgent. 

But  the  Cabinet  continued  to  tread  cautiously  while 
the  Commons  still  sat.  The  relevant  correspondence 
concerning  the  last  increase  in  the  Estimates  (to  £76,000 
not  £75,000  as  Duncannon  was  reported  as  stating  in 
the  Commons)  was  not  tabled  in  the  House  until  the 
day  before  it  rose.  This  covered  the  Cabinet  from  any 
accusation  of  misleading  the  Commons  and  protected 
Wilkins  from  any  immediate  renewed  attack  on  his 
competence.  By  the  time  the  Literary  Gazette  was 
alerted  to  it  and  had,  on  28th  September,  subjected  it 
to  a  critical  analysis  and  concluded  that  it  was  'positive- 
ly below  contempt',  all  the  necessary  dispositions  had 
been  made.  The  day  after  the  House  rose,  the  Treasury 
gave  Wilkins  permission  to  proceed.  Five  days  later, 
the  contractors  submitted  their  alternative  estimates, 
which  had  already  been  prepared  and  brought  a 
saving  of  just  over  £1,000.  These  tenders  were 
officially  accepted  the  following  day  -  September  6. 

Five  days  later,  Wilkins  and  the  advisory  Com- 
mittee assembled  at  St.  James's  Palace  and  formally 
sought  the  King's  approval  of  the  plan.  His  signature 
was  to  put  the  matter  securely  above  party  consider- 
ations and  guarantee  it  against  cancellation.  But  the 
meeting  was  not  a  formality.  For  even  at  this  -  seem- 
ingly -  late  stage,  Wilkins  with  the  support  of  the 
Secretary  of  the  Treasury,  Spring  Rice,  was  hoping  to 
bring  about  a  change  in  the  elevation. 

FURTHER  READING 

The  present  article  is  an  elaboration  of  the  author's  study  on 
Wilkins  and  the  National  Gallery,  which  appeared  in  the 
Burlington  Magazine,  1971,  pp.  381  fF.  See  also  the  chapter  by 
M.  H.  Port  in  The  History  ofthe  King's  Works,  ed.  H.  M. 
Colvin,  Vol.  vi,  1973,  pp.  461  rF. 

SOURCES 

Parliamentary  Papers  (the  main  documents  concerning  the 
commission  and  estimates  for  the  building  are  printed  in 
Estimates  and  Accounts  .  .  .  relating  to  . . .  Miscellaneous 
Services . . .  session  2g January-2g  August  1833,  Vol.  xxiv, 
PP-  559-567),  the  State  Paper  Office,  the  British  Museum ; 
Hansard's  reports  of  Parliamentary  debates;  Public  Record 
Office,  WO.  17.10,  for  the  Department  of  Woods  and 
Forests'  correspondence  on  the  commission  and  Wilkins' 
working  drawings;  the  diary  of  George  James  Welbore 
Agar-Ellis,  on  loan  to  the  Northampton  County  Record 
Office  (Delapre  Abbey) ;  the  minutes  ofthe  meetings  ofthe 
Trustees  ofthe  National  Gallery,  National  Gallery  archive; 
the  Diary  of  Benjamin  Robert  Haydon,  ed.  by  W.  B.  Pope, 
1960-63. 
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THE  SCULPTOR  AND  HIS  DRAWING 
5.  LYNN  CHADWIGK 

W.J.  Stradiaii  t 


To  sec  Lynn  Chadwick's  Three  Elektras  (sec  colour 
plate)  as  they  stand  athwart  the  lofty  corridor  of  his 
Neo-gothic  castle,  Lypiatt  Park  in  Gloucestershire,  is 
more  than  a  retinal  experience.  This  trio  of 'presences' 
(liis  word),  with  their  polished  bronze  helmet-heads 
and  torsos  set  on  tripod  legs,  confront  one  as  menacing- 
ly as  might  any  of  the  strange  personages  that  people 
the  'Gothick'  novels  of  Monk  Lewis  or  Mary  Shelley, 
more  or  less  coeval  with  this  part  of  the  building. 
Creations  of  a  personal  mythology,  their  origins  lie  in 
the  sculptor's  inaccessible  subconscious.  Their  expres- 
sive qualities,  however,  though  any  interpretation  is 
perforce  subjective,  offer  less  difficulty  -  mutinous 
defiance,  passive  aggrcssivity.  If  I  begin  this  survey  of 
Chadwick's  work  with  a  brief  allusion  to  a  more 
recent  phase  which  I  deal  with  in  more  detail  later,  it  is 
because  it  represents  both  a  climax  and  a  change  of 
direction  that  occurred  around  the  year  1969  to  be  kept 
in  mind  as  one  looks  back  on  his  sculptural  develop- 
ment. 

Like  several  of  the  British  sculptors  of  what  one  may 
call  the  'immediate  post  Henry  Moore'  generation  who 
came  to  the  fore  in  the  1950s,  Lynn  Chadwick  has 
been  unjustifiably  neglected  of  late  in  this  country.  The 
one-man  exhibition  at  the  Marlborough  Gallery  of 
1974,  showing  work  of  the  Elektra  period  on,  was  long 
overdue.  The  previous  one  had  taken  place  eight  years 
before  in  the  same  gallery.  But,  this  apart,  few  works  of 
his  had  been  seen  in  London  since  the  Battersca  Open 
Air  Exhibition  of  1963  and,  at  the  Tate  Gallery,  in  1964 
and  1965  respectively,  the  Painting  and  Sculpture  of  a 
Decade  and  British  Sculpture  of  the  Sixties  exhibitions. 
Abroad  it  was  a  different  story.  Since  his  great  success 
at  the  twenty-eighth  Venice  Biennalc  of  1956  where  he 
was  awarded  the  International  Prize  for  Sculpture, 
there  has  been  no  lack  of  demand  for  exhibitions  of 
new  work  as  far  afield  as  India,  Japan,  the  USA  and 
Canada  as  well  as  nearer  home.  In  T962,  for  example, 
he  represented  British  sculpture  at  the  Spoleto  Festival 
of  Two  Worlds.  The  comparative  neglect  in  England 
of  Chadwick's  generation  of  sculptors  is  partly  attri- 
butable to  the  cycle  of  fashion  -  which  only  giants  like 
Henry  Moore  survive  -  partly  to  a  reaction  against  the 
biomorphic  or  totcmic  modality  of  their  work  in 
favour  of  abstract  constructions  in  metal  and  other 
materials,  often  coloured,  in  which  the  main  concern 
is  with  formal  relationships.  At  least  such  impersonal 


artefacts  (as  an  eclectic,  I  confess  to  a  liking  for  both 
genres)  appear  to  arouse  no  passions,  none  of  the  'what 
is  it  meant  to  be?'  reaction  implicit  in  the  rejection  of, 
Chadwick's  R.38  project  (No.  4)  for  London  Airport, 
described  by  Lord  Brabazon  of  Tara  as  'a  diseased 
haddock',  but  certaiidy  not  what  the  Airport  authori- 
ties might  have  been  led  to  expect  from  an  ex-pilot  of 
the  f  leet  Air  Arm.  If  figurative  distortion  in  public 
monuments  is  rarely  appreciated  -  Rodin's  Balzac  and 
Epstein's  Rinia  (memorial  to  W.  H.  Hudson)  are 
classic  examples  -  artefacts  such  as  Chadwick's,  (subse- 
quently rescued  by  an  enlightened  American  college), 
which  originate  in  the  sculptor's  imagination  and  make 
their  point  through  metaphor  or  analogy,  receive  even 
shorter  shrift.  There  are  sculptors,  among  whom  we 
number  Gonzalez,  Moore,  Butler  and  Armitage, 
whose  work  has  alternated  between  the  two  genres  - 
the  basically  figurative  and  the  surrealist.  Chadwick, 
however,  like  Germaine  Richier  with  whose  mytho- 
logy his  own  can  be  compared,  belongs  unambiguous- 
ly to  the  second  category.  Both  draw  their  inspiration 
from  organic  life  -  insect,  animal,  anthropomorphic  - 
often  in  association  with  the  inanimate  (stilts  in 
Richier' s  well-known  Bergcr  des  Landes,  helmets  and 
tripods  in  Chadwick's  Elektras)  -  to  produce  expressive 
and  evocative  forms.  There  is  a  striking  spiritual  kin- 
ship between  Richier's  Praying  Mantis  and  an  early 
Chadwick,  Idiomorphic  Beast.  They  reflect  the  same 
disquiet.  Chadwick  was  trained  as  an  architect  and  was 
sculpturally  self-taught.  His  lack  of  traditional  art 
school  background  was  probably  responsible  for  his 
pragmatic  attitude  and  ready  response  to  the  new 
techniques  of  metal  welding  which  appealed  to  him, 
as  it  had  appealed  to  Calder  and  David  Smith,  as  an 
expressive  art-form  precisely  because  it  had  no  art 
history.  Chadwick's  first  assays  in  welded  form  were 
linear  like  a  similar  phase  in  the  work  of  Gonzalez,  a 
kind  of  drawing  in  space.  The  innocently  titled  Barley 
Fork  contains  an  animistic  expression  of  ruthlessness, 
the  pictorial  equivalent  of  which  we  see  in  Graham 
Sutherland's  thorn  themes.  The  Inner  Eye  (No.  1)  of 
the  same  year,  1952,  which  the  sculptor  himself  con- 
siders a  'key'  piece,  is  a  highly  original  development 
and  it  is  pertinent  here  to  read  his  own  interpretation 
written  at  the  time  of  the  Holland  Park  Open  air  exhi- 
bition (1954)  where  it  was  shown:  'When  I  was  mak- 
ing the  Inner  Eye,  I  considered  the  problem  of  convcy- 


7  hree  Elektras,  1969. 
Heights  (left  to  right) 
86,  89,  88  inches. 
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ing  a  sense  of  tension  relevant  to  personal  experiences 
and  events  of  that  time  ...  A  crystal  suspended  in  an 
iron  cage  becomes  the  inner  eye  lying  within  a  web  of 
idea  and  illusion'.  In  the  experimental  sketch  drawings 
(No.  2),  the  concentration  is  on  the  torm  viewed  from 
different  angles.  The  crystal  eye  in  the  iron  carapace  of 
the  construction  is  halt-hidden  and  protected  by  rows 
of  metal  prongs. 

Still  searching  for  the  ideal  vehicle  for  his  personal 
expression,  Chadwick  was  to  find  it  two  years  later, 
thanks  to  a  technical  break-through.  This  was  the  con- 
structing of  solid  sculpture  by  filling  the  spaces 
between  an  open  form  of  metal  rods  with  a  composi- 
tion of  iron  filings  and  gypsum.  The  latter,  applied 
with  a  spatula,  formed  as  it  hardened  a  kind  ot  outer 
envelope  that  still  allowed  the  skeletal  structure  to 
show  through  -  at  first  with  no  more  emphasis  than, 
say,  the  focus  of  thrust  in  a  normal  sculpture,  based  on 
illusion.  Chadwick  gradually  realised  the  textural 
potential  of  this  surface  skin  for  not  only  underlining 
the  main  rhythms  of  the  metal  structure  but  for  pleas- 
ing the  viewer's  eye  with  textural  patterns.  The 
sketch  drawing  for  Black  Beast  (No.  3)  is  solely  a  pre- 
figuration  of  the  armature  element.  The  composition 
filling  of  the  sculpture  itself  gives  a  contrast  of  planes 
that  take  on  subtle  variations  according  to  changes  in 
the  source  of  light.  Chadwick  developed  and  extended 
this  technique  particularly  in  those  figures  such  as  the 
Stranger  and  Winged  Stranger  series  in  which  the  frontal 
view  is  all-important.  He  introduces  fascinating  linear 
and  web-like  patterns  that  evoke  images  of  organic 
life  -  the  wing  membranes  of  a  bat,  the  ribs  under- 
neath fungi  -  without  distracting  our  attention  from 
the  vibrant  vitality  of  the  whole.  Many  of  these  series, 
including  the  Watchers  were  shown  at  his  one-man 
exhibition  at  the  Marlborough  Gallery  in  1961. 
Among  the  most  striking  were  The  Three  Watchers, 
the  Stranger  III  (R.38  re-baptised)  and  the  Stranger  IV. 
The  main  proportions  and  space-intervals  of  the  sketch 
drawing  tor  the  Watchers  are  closely  adhered  to  in  the 
sculpture.  In  the  ink  and  wash  drawing  for  a  'Winged 
Figure'  (No.  5)  we  see  the  artist's  concern  with 
characteristic  patterns  of  triangles  both  as  texture  and 
as  foils  to  the  rectangular  head  and  pentagon  body.  It 
is  a  work  of  art  in  its  own  right  and  a  reminder  that 
Chadwick  was  a  prizewinner  at  the  International 
Exhibition  of  Drawings  and  Engravings,  Lugano  i960. 


The  Sculptor  and  his  drawings 


/ 


3.  Sketch  drawing  for 
Black  Beast. 


4.  Stranger  III. 
Bronze,  1959.  One 
cast  in  Spoleto;  one 
in  Colby  College, 
Maine,  USA. 
85  X  104  inches. 


5.  I  )rawing  in  ink  and 
wash  ( Winged 
Figure),  called 
'I  Jrawing  tor 
Sculpture  IV 


Iii  1956  Chadwick  had  begun  to  cast  his  work  in 
bronze  from  the  working  models  which  were  pre- 
viously the  unique  artefacts.  The  latter  had  disad- 
vantages; they  were  heavy  to  move,  subject  to  rust. 
The  bronzes  were  cast  in  editions  of  from  four  to  six 
copies  and  the  patination  could  be  varied.  A  working 
model  can  of  course  be  built  up  on  an  armature  in  any 
suitable  material  -  wax,  clay,  plaster,  expanded  poly- 
styrene foam  etc.  The  nature  of  the  material  and  its 
potential  in  the  final  result  should  however  not  be 
overlooked.  For  example  we  saw  in  the  article  on 
McWilliam  (The  Connoisseur,  May  1974)  how  the 


sculptor  by  dribbling  wet  plaster  on  to  a  firmer  layer 
obtained  the  supple  surface  he  required  tor  portions  of 
his  Women  of  Belfast  bronzes;  Moore  has,  on  occasion, 
incorporated  threads  into  the  wet  plaster  surface  to 
give  the  illusion  of  drapery  and  for  texture  (Time  Life 
Recumbent  Figure  1952).  Chadwick's  working  models 
in  iron  and  composition  are  exceptional  inasmuch  as 
the  armature,  far  from  being  covered  in  the  ordinary 
way,  is  the  sculpture  itself  and  intended  to  be  visible. 
The  bronze  therefore  retains  the  nature,  par  excellence, 
of  the  technical  idiom  in  which  the  working  model 
was  conceived. 
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The  Sculptor  and  liis  drawings 


3 


Some  of  Chadwick's  thematic  obsessions  have  been 
mentioned.  One  should  add  the  figure  he  calls  Trigon 
(No.  8)  of  which  there  are  several  versions,  such  as  that 
well  sited  at  Harlow  New  Town,  Essex.  Like  the 
single  Watchers  with  their  square  heads,  blankly 
menacing,  they  belong  to  the  totcmic  modality  which 
is  expressed,  though  in  such  a  divergent  idiom,  in 
McWilliam's  Witch  of  Agnesi  or  Moore's  triangular- 
headed  Standing  Figure  or  in  the  Sentinel  by  the 
American  sculptor,  Seymour  Lipton.  The  element  of 
depersonalisation  strikes  one  immediately  in  the  draw- 
ings (Nos.  6  and  7)  -  the  artist's  spontaneous  reaction  to 
an  imaginative  impulse,  sculpturally  directed.  The  ink 
and  wash  version  makes  its  impact  through  silhouette 
and  tonal  contrast;  the  pen  sketch  with  subdued  wash 
is  animated  with  Chadwick's  characteristic  triangula- 
tions,  morphologically  geometric.  The  surfaces  of 
Trigon  (No.  8)  arc  simplified  and  plastically  effective 
viewed  from  every  angle,  a  bold  form  with  as  yet  no 
hint  of  the  curve  that  is  to  soften  some  of  his  recent 
work,  the  roundnesses  of  the  Elektra  torsos  and  the 
female  analogues  of  the  'Seated  Figures'. 

As  once  before  in  Chadwick's  progression,  mutatis 
mutandis,  an  important  technical  innovation  has  pro- 
duced an  important  aesthetic  change  of  direction,  the 
fruits  of  combining  dark  mat  with  highly  polished 
bronze.  These  Elcktras  with  their  gleaming  arrow- 
heads  and  flashing  breasts  contrasting  with  dark  areas  of 
their  pyramidal  shoulders  and  tripod  legs  (see  colour 
plate)  are  true  to  the  Greek  definition  of 'shining  metal 
or  amber'.  But  unlike  the  lost  Pleiad  of  the  legend, 
returning  only  as  a  comet,  they  assert  their  presence  - 
not  wholly  however  without  the  aura  of  mystery  that 
surrounds  the  original  theme  which  is  appropriately, 
if  not  intentionally,  evoked  by  the  ever-changing 
accidents  of  reflection  in  the  polished  torsos.  The 
pencil  and  wash  drawings  connected  with  these  and 
other  Elektra  versions  are  particularly  attractive;  the 
yellow  or  blue  watcrcolour  usually  is  reserved  for 
what  is  the  polished  area  of  the  bronze.  The  seated 
figures  lead  us  into  the  next  phase  as  can  be 
readily  seen  by  a  glance  at  the  sitting  or  recumbent 
pairs  on  the  two  sheets  of  monochrome  litho- 
graphs which  relate  to  them.  The  mood  of  the 
bronzes  of  1972-73,  as  evident  in  these  male  and 
female  analogues  -  the  latter  unusually  figurative  for 
Chadwick  -  is  euphoric  and  even  playful.  It  is  a  pre- 
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9.  Sheet  oflithographs 
relating  to  Recumbent 
couples  (detail). 


1 1 .  Two  Seated 
Figures.  Bronze,  1973. 
Height  70  inches. 


10.  Detail  from  sheet 
of  lithographic 
figures  for  Silting 
couples. 


12.  Sitting  Figure  II. 

1973- 

Height  23  inches. 


vious  theme  of 'conjunctions'  and  dialoguing  pairs  in  a 
new  idiom.  The  early  versions  -  pairs  of  dancers, 
Teddy  Boy  and  Girl  had  a  marked  clement  of  aggres- 
sion in  their  implicit  sexuality  which  more  properly 
belongs  to  the  surrealist  world,  reflected  in  the  Tate 
Gallery  Winged  Figures  of  1955,  with  their  long  legs, 
pin  heads  and  vestigial  breasts.  In  comparison  the 
present  pairs  Two  Seated  Figures  1  (No.  11)  and  Two 
Winged  Figures  (maquettc  V)  (No.  13)  look  solid  and 
assured.  There  is  an  agreeable,  almost  classical,  simpli- 
fication in  many  of  the  single  figures,  particularly  one 
entitled  Sitting  Figure  II  (No.  12).  The  metamorphosis 
which  we  seem  to  have  surprised  in  the  act  in  the 
drawings  (Nos.  10  and  11)  is  satisfactorily  resolved. 
They  look  as  if  they  had  sprung,  Minerva-like,  com- 
pletely fashioned  into  the  world  ot  the  sculptor's 
mythology.  Lynn  Chadwick  is  communicating  in  the 
vocabulary  of  carefully  studied  form.  It  is  a  more 
mellow  idiom  than  before,  but  there  has  been  no 
undue  sacrifice  of  the  evocative  qualities  we  have 
always  associated  with  his  work. 


13.  Two  Winged 
Figures  (maquettc), 
1973- 

Height  20  inches. 
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THE  SAGRI  MONTI  OF 
LOMBARDY  AND  PIEDMONT 

Peter  Cannon-Brookes 


Where  the  foothills  of  the  Alps  reach  down  into  the  plains  of  Lombardy  and  Piedmont  are 
to  be  found  all  but  one  of  those  remarkable  sanctuaries  known  as  the  Sacri  Monti.  Dating 
mostly  from  the  seventeenth  century  they  consist  of  cycles  of  chapels  illustrating  different 
aspects  of  a  common  religious  theme.  Each  chapel  contains  one  or  more  life-size  sculptures, 
usually  of  terracotta  and  always  painted  in  naturalistic  colours.  The  realism  is  further 
enhanced  by  the  use  of  real  hair  and  glass  eyes,  while  the  figures  are  arranged  within 
enclosed  spaces  decorated  with  illusionistic  frescoes.  At  Varese  the  architecture  of  the  chapels 
is  very  distinguished,  but  in  the  Sacri  Monti  the  buildings  themselves  are  always  of  secondary 
importance  as  compared  to  the  tableaux  vivants  which  they  contain. 


The  seventeenth  century  was  the  heyday  of  the  Sacri 
Monti  when  huge  efforts  were  made  to  complete  the 
cycles  already  begun  as  well  as  to  construct  new  ones, 
and  they  remained  popular  centres  of  pilgrimage 
throughout  the  eighteenth  and  nineteenth  centuries. 
Today,  interest  in  the  Sacri  Monti  is  beginning  to  be 
revived  and  programmes  of  repair  and  restoration  to 
be  put  in  hand.  What  then  are  the  origins  of  these 
remarkable  sculptural  complexes?  And  why  did  they 
become  so  popular  in  the  seventeenth  century  in  this 
area  ot  Italy? 

All  the  Sacri  Monti  of  Lombardy  and  Piedmont  trace 
their  ancestry  to  Varallo  and  the  'New  Jerusalem' 
founded  by  the  Blessed  Bernardino  Caimi  in  i486  on  a 
hill  overlooking  the  town.  A  Franciscan,  Caimi  had 
been  responsible  for  the  administration  of  the  Holy 
Places  in  Palestine  in  1477-78,  and  on  his  return  to 
Italy  began  the  planning  of  a  new  religious  pilgrimage 
centre  where  the  Holy  Places  were  to  be  represented  by 
accurate  copies.1  During  mediaeval  times  representa- 
tions, often  on  a  large  scale,  of  the  Holy  Sepulchre  for 
example  were  common,  but  the  novelty  of  Caimi's 
scheme  lay  in  his  attempt  to  reconstruct  exactly  the 
Holy  Places  which  he  knew  so  well.  By  tradition  he 
either  made  or  commissioned  drawings  of  the  Holy 
Places  for  this  purpose,  and  the  replacement  of  the 
mediaeval  symbolic  approach  by  the  scientific  realism 
of  the  Renaissance  is  typical  of  the  times  in  Northern 
Italy.  The  second,  and  crucial,  development  at  Varallo 
was  the  decision  not  only  to  reconstruct  the  Holy 
Places  but  also  to  populate  the  interiors  so  created  with 
realistic  sculptured  figures  acting  out  the  event  which 
had  taken  place  in  the  original  setting. 

In  the  very  first  chapels  at  Varallo  the  sculptures 
were  executed  in  wood  but  shortly  after  1500  terra- 
cotta began  to  be  employed,  probably  as  a  result  of  the 
intervention  of  Gaudenzio  Ferrari  and  other  artists 
working  under  Stefano  Scotto.2  The  change  in 
material  led  to  the  adoption  of  the  North  Italian 
tradition  of  terracotta  sculpture  as  represented  by  the 
activity  of  Guido  Mazzoni3  and  Niccolo  dell' Area. 4 
Guido  Mazzoni  had  executed  a  series  of  Nativity  and 
Lamentation  groups  from  c.  1473  and  all  his  life-sized 
terracotta  figures  were  fully  polychromed.  At  first,  in 
groups  such  as  the  Lamentations  in  S.  Francesco  at 
Busscto  and  S.  Giovanni  della  Buona  Morte  at  Mod- 
ena  (originally  for  the  Ospcdale  della  Morte  there) 
Mazzoni  apparently  made  extensive  use  of  life  casts, 
but  in  his  later  groups  this  clinical  realism  is  trans- 
formed into  an  illusion  of  life.5  Unfortunately  it  is 
difficult  to  be  certain  of  the  original  arrangement  of 
Mazzoni's  groups  and  what  kind  of  setting  contained 
the  tableaux  vivants,  but  there  can  be  little  doubt  that 

1.  Guido  Mazzoni.  Lamentation  over  the  Dead  Christ, 
terracotta,  life-size,  remains  of  polychrome,  1492,  Sant'  Anna 
dei  Lombardi,  Naples.  The  terracotta  groups  of  Mazzoni 
(active  1473,  died  151 8)  are  one  of  the  most  important  sources 
for  the  chapels  at  Varallo. 


2.  Interior  of  Chapel  xxxiv  at  Varallo,  Pilate  washing  liis  Hands. 
In  this  chapel  Giovanni  d'F.nrico  collaborated  with  Tanzio 
da  Varallo  who  completed  the  frescoes  shortly  before  1620. 

the  surviving  groups  by  Gaudenzio  Ferrari  at  Varallo 
are  in  direct  descent  from  those  of  Mazzoni  and  others 
active  in  the  medium  before  1500. 

Gaudenzio  Ferrari's  groups  representing  the  Adora- 
tion oj  the  Magi  (Chapel  v)  and  the  Crucifixion  (Chapel 
xxxvm)  are  surrounded  by  frescoes,  also  executed 
by  him,  and  an  attempt  is  thus  made  to  extend  the  real 
space  of  the  chapel  into  the  painted  world  of  the  fresco 
in  order  to  obtain  a  coherent  illusionistic  ensemble.  The 
design  of  the  painted  figures  is  to  all  intents  and  pur- 
poses identical  to  that  of  the  sculptures,  and,  despite  the 
poor  state  of  the  chapels,  Gaudenzio  Ferrari  achieves  a 
remarkable  degree  of  homogeneity  within  the 
ensembles. 

In  an  article  of  1959,  Rudolf  Wittkower  traced  the 
ancestry  of  Caimi's  ideas  to  the  soste,  or  stations,  set  up 
by  the  Franciscans  along  the  Via  Sacra  in  Jerusalem, 
and  noted  the  many  imitations  of  these  stations  which 
were  constructed  from  the  be°;innin<T  of  the  fifteenth 
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century  at  Cordova,  Messina,  Gorlitz,  Nuremberg, 
Louvain  and  elsewhere.6  At  that  time  the  number  was 
variable,  though  usually  twelve,  and  it  was  not  until 
later  that  the  number  of  stations  was  fixed  at  fourteen. 
At  Varallo  the  last  Chapel  (xliii)  is  an  accurate  recon- 
struction of  the  Holy  Sepulchre  and  so  there  are  at 
least  religious  parallels  with  the  purpose  and  organisa- 
tion of  the  soste  in  Jerusalem.  On  the  other  hand  Witt- 
kowcr  accepted  Emilio  Motta's  statement  that  Caimi 
died  in  1509,  while  Caimi's  tombstone,  now  destroyed, 
formerly  recorded  his  death  date  as  1499,7  and  thus  the 
introduction  of  the  terracotta  sculpture  would  appear 
to  have  taken  place  after  Caimi's  death.  Kilns  lor  firing 
terracotta  were  constructed  in  Varallo  in  1503-04.  At 
Varallo  the  ideas  of  Caimi  for  his  'New  Jerusalem' 
were  fused  with  the  North  Italian  tradition  of  terra- 
cotta tableaux  vivants,  and  the  resulting  synthesis  was 
to  prove  highly  influential  for  over  two  centuries. 

Modern  attitudes  to  realism  in  the  context  of  Italian 
Renaissance  sculpture  arc  extremely  ambiguous,  and 
to  a  considerable  extent  depend  upon  the  nineteenth 
century  concept  of  well-scrubbed  marble  as  the  high- 
est form  of  sculpture.  This  was  born  of  Nco-Classical 
misunderstandings  of  the  nature  of  Classical  sculpture, 
and  has,  regrettably,  led  to  the  stripping  of  many 
Renaissance  marbles  of  the  remains  of  the  polychrome 
which  once  decorated  them.  Even  in  Florence, 
Renaissance  tombs  like  the  Bruni  and  Marsuppini 
monuments  in  S.  Crocc  were  once  brightly  gilt  and 
polychromed,  and  the  division  between  the  painted 
terracottas  of  Northern  Italy  and  the  so-called  higher 
forms  of  marble  sculpture  would  not  have  been  felt  so 
acutely  by  Mazzoni's  contemporaries,  despite  the 
reservations  ot  Michelangelo.  Indeed  the  Florentine 
penchant  for  votive  effigies  in  coloured  wax  with  real 
clothes  to  which  Vasari  refers  in  his  life  of  Verrocchio 
throws  additional  light  on  Renaissance  attitudes.  By 
1630  there  were  apparently  some  six  hundred  figures 
of  this  kind  in  the  church  of  SS.  Annunziatia  in 
Florence,  though  the  custom  first  grew  up  there 
around  the  shrine  in  Or  San  Michele.8  Such  figures  are 
also  recorded  in  the  Emilia  and  provide  an  immediate 
parallel  with  the  ultra-realism  of  the  groups  of  Mazz- 
oni.  After  his  escape  from  Pazzi  conspiracy  Lorenzo  il 
Magnifico  set  up  several  of  these  votive  effigies  and  his 
example  was  particularly  influential,  while  the  early 
popularity  of  the  shrine  in  Or  San  Michele  also  indi- 
cates a  specific  search  for  protection  from  the  Plague. 

The  Sacro  Monti  at  Varallo  made  slow  progress 
during  the  first  half  of  the  sixteenth  century  and  it  was 
only  after  the  visit  of  S.  Carlo  Borromco  in  1578  that 
it  became  really  well-known  in  Northern  Italy.  The 
nephew  of  Pope  Pius  IV,  he  was  his  uncle's  principal 
representative  at  the  third  Session  of  the  Council  of 
Trent  and  from  1563  sat  as  a  member  of  the  commis- 
sion appointed  to  carry  out  its  decrees.  Although 
named  Archbishop  of  Milan  in  1560  (at  the  age  of  22) 
it  was  not  until  1565  that  he  was  allowed  to  reside  in 


Milan,  but  in  his  subsequent  reorganisation  of  the 
archdiocese  he  was  heavily  influenced  by  the  decrees^f 
the  Council  of  Trent.  In  the  Sacro  Monti  of  Varallo  S. 
Carlo  Borromeo  saw  a  highly  effective  means  of 
teaching  the  unsophisticated  country  people,  inspiring 
them  with  religious  fervour,  and  counteracting 
effectively  the  endemic  heresies  of  the  alpine  valleys. 
With  the  support  of  S.  Carlo  Borromeo  and  the  Dukes 
of  Savoy  the  construction  of  the  chapels  and  the 
execution  of  the  sculptural  complexes  and  frescoes 
were  greatly  accelerated  though  work  was  to  continue 
throughout  the  seventeenth  century. 

Samuel  Butler  saw  in  the  Sacri  Monti  spiritual 
fortresses  erected  against  the  deeply-rooted  heresies  of 
the  mountainous  regions,  preventing  them  from 
spreading  down  into  the  heavily  populated  plains  of 
Lombardy  and  Piedmont,9  and  there  is  much  to  be 
said  for  such  a  thesis  despite  its  dismissal  by  Marguerite 
Devigne.10  The  second  important  Sacro  Monte  to  te 
founded  after  Varallo,  that  at  Crea  near  Casale  Mon- 
ferrato,  is  also  the  only  one  not  to  be  constructed  in  the 
foothills  of  the  Alps.  However  the  site  has  ancient 
associations  in  that  St.  Eusebius,  Bishop  of  Vcrcclh 
(died  371)  took  refuge  there  from  the  Arian  heretics 
before  their  defeat.  St.  Eusebius  founded  there  an 
oratory  and  the  Lateran  Canons,  who  owned  the 
sanctuary  from  1483  until  1803,  built  the  present  abbey 
from  1608,  though  the  Sacro  Monte  had  been  begun 
some  years  earlier  in  1590.  The  project  of  Prior  Con- 
stantino Massimo  in  1589,  the  Sacro  Monte  was  to 
consist  of  fifteen  chapels  illustrating  the  Mysteries  of 
the  Rosary,  but  after  a  few  years  the  number  was  in- 
creased to  forty  of  which  twenty-three  were  built. 1 1 

At  Crea  the  sculpture  was  executed  by  the  Flemish- 
born  Jean  de  Wcspin,  better  known  as  Giovanni 
Tabachetti,  who  finally  settled  in  Italy  late  in  1588.  A 
contract  of  1590  refers  to  Tabachetti  as  'of  Crea'  and 
thus  he  was  presumably  active  on  the  Sacro  Monte 
from  its  inception,  while  his  work  on  the  Paradiso  at 
Crea,  assisted  by  his  brother  Nicolas,  was  witnessed  in 
1603-04  by  Fcderico  Zuccaro.12  The  frescoes  in  the 
chapels  were  executed  by  II  Moncalvo  and  the  scries  of 
acquisitions  of  property  and  land  made  by  Tabachetti 
between  1604  and  1608  indicates  the  amassing  of  a  very 
considerable  fortune  (calculated  by  Francesco  Negri  to 
have  been  about  100,000  livres  in  1605)  and  thus  a 
large  scale  workshop  operating  under  Tabachctti's 
control.  Furthermore  Tabachetti  signed  the  contract 
for  the  Road  to  Calvary  Chapel  at  Varallo  in  1599  and 
he  received  further  commissions  outside  the  two 
Sacri  Monti  for  terracotta  sculptures. 

The  climax  of  Tabachctti's  and  Moncalvo's  work  at 
Crea  is  the  vast  illusionistic  scene  of  the  Coronation  of 
the  Virgin  ( or  Paradiso )  which  crowns  the  site.  Here  the 
modelled  figures  populating  the  dome  melt  into  the 
frescoes  to  provide  a  triumphant  illusionistic  ensemble 
which  was  presumably  complete  by  the  death  of 
Tabachetti  in  161 5.  This  complex  also  anticipates  the 
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3.  General  view  of  a  group  of  the  earlier  chapels  at  the  Sacro 
Monte  of  Orta.  Designed  by  Padre  Cleto  da  Castelletto 
(died  1619),  these  chapels  are  very  simple  in  form,  while  the 
later  chapels  tend  to  be  centrally-planned  structures. 

4.  Detail  of  St.  Francis,  to  show  his  humility,  is  led  naked  through 
the  Starts  of  Assist,  Chapel  xm  of  Sacro  Monte  at  Orta. 
With  terracotta  figures  by  Falconi  and  Bosnati,  and  the 
frescoes  by  Bianchi,  all  dating  from  the  late  seventeenth 
century,  this  is  one  of  the  most  elaborate  ensembles  in  the 
Sacri  Monti. 

5.  The  Canonisation  of  St.  Francis,  Chapel  xx  of  Sacro  Monte 
at  Orta.  The  building  history  of  this,  the  final  and  most 
elaborate  chapel  in  the  sequence,  is  complex  but  the  majority 
of  the  sculptures  were  executed  by  Dionigi  Bussola  in  1676. 


even  larger  scene  of  the  Glorification  of  the  Virgin  in  the 
dome  of  the  Basilica  at  Varallo  (first  half  of  the 
seventeenth  century)  where  142  life-sized  modelled 
figures  by  Dionigi  Bussola  and  his  collaborators  vie 
with  some  five  hundred  frescoed  figures  by  the  Mon- 
taldi  brothers.  Such  decorations  were  greatly  admired 
during  the  seventeenth  century  and  Tabachctti's  and 
Bussola's  complexes  were  very  probably  a  major 
source  of  inspiration  for  the  Asams  following  their 
stay  in  Italy  c.  1700. 

As  in  mediaeval  times,  a  successful  pilgrimage  centre 
was  the  source  of  considerable  revenue  and  it  is 
tempting  to  sec  the  foundation  of  the  Sacro  Monte  at 
Orta  in  this  light.  The  Capuchin  monastery  was 
founded  there  on  a  site  high  above  the  lake  in  1588  and 
in  1592  the  cycle  of  chapels  illustrating  the  life  of  St. 
Francis  was  begun.13  The  original  project  was  for 
fifteen  simple  chapels,  but  this  was  subsequently  in- 
creased to  thirty  chapels  of  which  twenty  were  com- 
pleted. Detailed  accounts  survive  from  February  1606 
onwards  and  it  is  possible  to  reconstruct  the  building 
progress  in  detail.  In  1630  ten  chapels  were  complete 
and  by  1686  the  twenty  were  complete  or  in  hand.  The 
earlier  chapels,  designed  by  Padre  Cleto  da  Castellctto 
(died  1619),  arc  very  simple  in  form,  but  the  later 
buildings  provide  a  scries  of  ingenious  variations  on 
the  central  planned  theme.  Again  Dionigi  Bussola  was 


6.  Antonio  Busca  (1625-1685).  The  Apotheosis  of  St.  Francis, 
c.  1680,  Chapel  xx,  Sacro  Monte,  Orta. 


responsible  for  sculpture,  together  with  Cristoforo 
Prcstinari  in  the  earlier  chapels  with  many  of  the 
frescoes  executed  by  the  Fiamminghini  (Chapel  II, 
signed  and  dated  1608),  but  work  continued  into  the 
eighteenth  century  and  in  the  elaborate  scene  of  St. 
Francis  before  the  Sultan  of  Egypt  the  elegant  figures 
were  modelled  by  Carlo  Beretta  (1716-1756)  and  the 
frescoes  by  Fcderico  Ferrari  arc  signed  and  dated 
1 756. 14  Of  the  middle  period  is  the  enchanting  scene  of 
the  Canonization  of  St.  Francis  (Chapel  xx)  close  to  the 
church  of  the  Friars  which  completes  the  cycle.15  The 
Chapel  of  the  Creatures  was  begun  as  late  as  1795,  but 
work  was  abandoned  and  the  building  survives  un- 
finished. 

The  energetic  construction  of  the  Sacri  Monti  of 
Varallo,  Crea  and  Orta  extended  through  the  seven- 
teenth century,  and  the  simple  appeal  to  the  emotions 
by  the  tableaux  vivants  was  an  important  factor  in  the 
consolidation  of  the  Counter-Reformation  fervour 
sought  by  the  Reformers.  The  appalling  severity  of  the 
outbreaks  of  plague  in  1576-77,  and  again  in  1629-30, 
emphasized  the  fragility  of  the  human  situation,  and 
encouraged  the  sense  of  sin  and  retribution.  Pilgrim- 
ages took  on  a  new  significance  as  simple  people 
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desperately  sought  protection  from  a  danger  they  did 
not  understand.  Just  as  S.  Carlo  Borromeo  had  sup- 
ported the  Sacro  Monte  at  Varallo,  his  cousin  Cardinal 
Federico  Borromeo,  who  was  also  Archbishop  of 
Milan,  supported  the  construction  of  the  Sacro  Monte 
at  Varesc. 

Once  again  the  site  is  connected  with  the  overthrow 
of  heresy  since  it  was  here  in  389  that  St.  Ambrose 
triumphed  over  the  last  Arians  in  Lombardy  who  had 
been  holding  out  on  the  Rocca.  St.  Ambrose  cele- 
brated Mass  there  on  November  r,  389  and  brought  a 
Madonna  sculpted  by  St.  Luke,  so  that  S.  Maria  del 
Monte  became  one  of  the  most  important  pilgrimage 
sites  of  North  Italy.  Padre  Giambattista  Aguggiari  of 
Monza,  a  Capuchin  friar,  conceived  the  idea  in  1604  of 
building  a  less  hazardous  access  route  up  the  moun- 
tainside to  the  sanctuary  and  lining  it  with  chapels  to 
form  a  Sacro  Monte.  Support  was  raised  from  the 
principal  Milanese  families  and  all  fourteen  chapels 
designed  by  Giuseppe  Bernascone  were  complete  by 
c.  1680. 16 

At  Varese  the  theme  is  the  Mysteries  of  the  Rosary 
with  three  gateways  dividing  the  chapels  into  groups 
of  five  (the  fifteenth  chapel,  depicting  the  Coronation 
of  the  Virgin,  is  replaced  by  the  church  of  S.  Maria  del 
Monte  on  the  top  of  the  mountain).  The  series  of 
chapels  are  architecturally  very  distinguished  and  many 
are  elaborately  decorated,  centrally-planned  structures 
which  are  fundamentally  late-Renaissance  in  design.17 
The  sculptures  by  Francesco  Silva  (1 580-1641)  and 

8.  Giuseppe  Bernascone.  Chapel  iv,  Sacro  Monte,  Varese. 
Containing  the  scene  of  The  Presentation  of  Christ  in  the  Temple, 
this  was  one  of  the  last  chapels  to  be  constructed  at  Varese, 
from  tunds  provided  by  Emilio  Oniodei  and  Cardinal  Luigi 
Omodei  in  1662. 


7.  Giuseppe  Bernasconi.  Gateway  and  Fountain  between  the 
first  and  second  groups  of  chapels  on  the  Sacro  Monte  at 
Varese.  The  theme  is  the  Mysteries  of  the  Rosary,  with  three 
gateways  dividing  the  chapels  into  groups  of  five. 

others  are  in  general  weaker  than  those  at  Varallo  and 
Crea,  but  in  Chapel  VII  (Flagellation  of  Christ)  the 
standard  is  rather  better.  Commissioned  by  Francesco 
and  Gerolamo  Litta  of  Milan,  this  chapel  was  the  first 
to  be  completed  (1606)  and  Martino  Recio's  sculp- 
tures are  an  effective  counterpart  to  the  very  fine 
frescoes  by  Morazzone. 1 8 

9.  Giuseppe  Bernascone.  Chapel  xm,  Sacro  Monte,  Varese. 
Dedicated  to  Pentecost  the  structure  was  completed  in  1623 
but  the  sculpture  and  decorations  were  not  undertaken  until 
1681. 
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Colour 

1.  The  replica  of  the  Santa  Scala  at  the  Sacro  Monte  of  Varallo 
gives  access  to  the  three  large  chapels  in  the  Passion  of  Christ 
sequence  which  were  constructed  circa  1600  (Chapels  xxxiii- 
xxxv).  Devout  pilgrims  would  climb  these  stairs  on  their 
knees. 

2.  General  view  of  the  Piazza  dei  Tribunalc  of  the  Sacro  Monte 
at  Varallo.  This  portion  of  the  complex  of  chapels  was  built 
during  the  last  decades  of  the  sixteenth  century,  following  the 
designs  of  Galeazzo  Alessi  and  Pellegrino  Pellegrini,  and  the 
structure  with  a  flight  of  steps  leading  up  to  it  is  a 
reconstruction  of  the  House  of  Pilate  in  Jerusalem. 

3.  Detail  of  the  Procession  of  the  Magi  by  Gaudenzio  Ferrari, 
Chapel  v,  Sacro  Monte,  Varallo.  The  extreme  realism  of  the 
figures  and  the  close  relationship  with  the  frescoes  reveals  an 
unfamiliar  facet  of  the  scicntic  realism  ot  the  Renaissance, 
and  Varallo  was  to  provide  the  model  for  all  later  Sacri  Monti 
in  Lombardy  and  Piedmont. 

4.  Vault  of  Chapel  xxxiv  at  Varallo,  Pilate  washing  his  Hands, 
frescoed  by  Tanzio  da  Varallo.  After  the  completion  of  Chapel 
xxvii  Tanzio  joined  his  brother  Giovanni  d'Enrico  to  execute 
the  frescoes  in  Chapel  xxxiv  between  161 8  and  1620.  In 
contrast  to  the  suavity  of  Morazzone's  frescoes,  those  by 
Tanzio  da  Varallo  are  distinguished  by  their  intense  colours 
and  vigorous  brushwork. 

5.  Detail  of  the  interior  of  Chapel  xxxm  at  Varallo,  Ecce  Homo. 
The  structure  was  completed  shortly  after  1600  and  Giovanni 
d'Enrico's  work  on  the  life-sized  terracotta  figures  was  spread 
over  many  years,  but  he  was  joined  by  Morazzone  (1 573-1626) 
after  the  completion  of  Chapel  xxvi,  The  Road  to  Calvary, 
and  the  frescoes  were  painted  in  1609-13. 

6.  Interior  of  Chapel  v  at  Varallo  with  The  Procession  of  the  Magi 
by  Gaudenzio  Ferrari  (c.  1470-1546).  The  use  of  life-size 
terracotta  figures  was  introduced  to  the  Sacro  Monte  of 
Varallo  by  Gaudenzio  Ferrari  immediately  after  1 500,  during 
the  earliest  phase  of  its  construction. 


10.  Dionigi  Bussola.  The  Crucifixion,  life-size  terracotta 
figures,  Chapel  x,  Sacro  Monte,  Varese.  With  spirited 
frescoes  by  Antonio  Busca  this  interior  provides  the  climax  to 
the  sequence  at  Varese. 

The  parallels  between  the  defeat  of  Arianism  and  the 
defeat  of  Protestanism  were  clearly  felt  in  the  selection 
of  sites  for  Sacri  Monti  and  the  high  valley  of  Oropa 
above  Biclla  in  Piedmont  had  been  used  as  a  place  of 
retreat  by  St.  Eusebius.19  He  built  a  tiny  chapel  there 
which  still  survives  under  the  dome  of  the  basilica 
built  from  1595.  This  church  was  constructed  by 
Cesare  Camillo  Ferrero,  Bishop  of  Ivrea,  as  an  ex-voto 
for  the  final  deliverance  of  Ivrea  from  the  outbreak  of 
plague  which  had  devastated  it  in  1585.  In  the  church 
is  preserved  the  miraculous  Madonna  of  Oropa 
brought  here  by  St.  Eusebius,  and  an  exceptionally  bad 
outbreak  of  plague  in  Biclla  in  1599  led  the  town  to 
pledge  itself  to  build  a  new  church  and  to  institute  an 
annual  votive  procession  (first  Sunday  in  May).  In  1620 
the  road  was  completed  and  in  1644  the  construction 
of  the  courtyards  of  the  huge  hospice  for  pilgrims 
be^an,  while  later  in  the  centurv  Guarino  Guarini 
supplied  plans  for  the  new  church:  alas  not  carried  out. 
The  series  of  twelve  chapels  illustrating  the  Life  oj  the 
Virgin  was  erected  between  1620  and  1720,  though  the 


land  for  them  was  only  given  by  the  Commune  of 
Biclla  in  1624.  Compared  to  the  Sacri  Monti  mentioned 
before  Oropa  presents  a  slightly  home-spun  atmos- 
phere, but,  as  at  Crea,  the  climax  of  the  sequence  is 
provided  by  the  chapel  dedicated  to  the  Coronation  of 
the  Virgin  or  Paradiso. 

Of  the  less  well-known  Sacri  Monti,  that  of  Graglia 
twelve  miles  from  Biella  was  perhaps  the  most 
ambitious.  Conceived  by  Nicolas  Velotti  c.  161 6  the 
Sacro  Monte  was  to  reproduce  Mount  Calvary  with  as 
many  as  one  hundred  chapels  containing  terracotta 
figures  leading  up  to  it.  The  existing  church,  dedicated 
to  the  Madonna  di  Loreto,  was  begun  in  1659  to  the 
designs  of  Pietro  Arduzzi  which  were  modified  subse- 
quently, while  what  was  built  of  the  Sacro  Monte  itself 
has  all  but  disappeared.  Since  Giovanni  Tabachetti 
died  in  161 5  the  Tabachetti  who  executed  the  group  of 
the  Dead  Christ  on  the  knees  of  the  Virgin  surrounded  by 
S.  Carlo  Borronteo,  the  Blessed  Aniedeo  oj  Savoy  and 
others  must  have  been  his  son  Nicola.  The  same  son, 
Nicola,  was  probably  responsible  for  the  terracotta 
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Entombment  group  in  the  church  of  S.  Maria  di 
Castcllo  at  Alessandria  which  was,  like  the  Sacro 
Monte  at  Crea,  administered  by  the  Lateran  Canons.20 
More  closely  related  to  the  Borromeo  family  was 
the  abortive  project  for  a  Sacro  Monte  at  Arona, 
dedicated  to  S.  Carlo  Borromeo  who  was  born  there. 
The  original  design  by  Grattarcla  and  Cerano,  en- 
couraged by  Cardinal  Federico,  was  to  have  reached 
its  climax  in  a  colossal  bronze  figure  of  the  saint  look- 
ing out  over  Lago  Mageiore,  and  alter  its  foundation 
in  1641  the  first  modelled  bronze  plates  had  been 
brought  together  by  1630.  During  the  wars  this  bronze 
was  stolen  but  an  inventory  of  1642  lists  one  chapel 
complete  with  its  statues,  and  two  further  chapels 
built,  two  more  almost  finished  and  the  remainder  of 
the  thirty  chapels  already  begun.  The  commission  for 
the  colossal  figure  was  revived  by  Padre  Martinelli  in 
1690  and  the  figure  which  measures  twenty-three 
metres  111  height  was  carried  out  by  Bernardo  Falcone 
and  Siro  Zanelli  modifying  the  design  of  Cerano  in 
certain  details.  Today  all  that  remains  is  the  bronze 
colossus  approached  from  a  square  in  front  of  the 
seminary  and  the  church  of  S.  Carlo.21 

11.  General  view  of  the  Sacro  Monte  at  Oropa  above  Biclla, 
with  the  chapels  designed  by  Francesco  Conti  and  others  from 
1620  arranged  up  the  slope  of  a  long  moraine. 


More  survives  of  the  Sacro  Monte  at  Montrigone  near 
Borgo-Sesia,  a  few  miles  from  Varallo,  which  was 
begun  c.  163 1,  and  Giovanni  d'Enrico  and  Giacomo 
Ferro  were  active  there  on  the  sculptural  groups. 
Slightly  later  is  the  Monte  Calrario  of  Dommodossola 
(begun  1656)  with  the  series  of  chapels  lining  its  Via 
Crucis  filled  with  figures  by  Dionigi  Bussola  and  G.  B. 
Volpini.  The  Sacro  Monte  on  Lago  Maggiore  near 
Brissago  dates  from  the  eighteenth  century,  with 
frescoes  by  Giuseppe  Orelli,  while  further  up  the  lake 
at  Locarno  the  Via  del  Sasso  leading  up  to  the  Sanc- 
tuary of  the  Madonna  del  Sasso  is  again  lined  with 
chapels  forming  a  Sacro  Monte.  To  the  east,  on  Lake 
Como,  the  Madonna  del  Soccorso,  near  Tremezzo, 
is  also  approached  by  way  of  a  scries  of  fourteen 
chapels.  This  summary  by  no  means  exhausts  the  list  of 
Sacri  Monti  and  it  is  clear  that  they  constitute  one  of  the 
major  art  forms  of  the  seventeenth  century  in  Lom- 
bardy  and  Piedmont. 

All  the  major  painters  and  sculptors  of  the  early 
Seicento  in  Lombardy,  including  Cerano,  Morazzone, 
and  Tanzio  da  Varallo,  though  with  the  possible 
exception  Giulio  Cesare  Procaccini  (mentioned  how- 
ever in  the  documents  in  connection  with  Chapel  I  at 
Orta),  were  closely  concerned  with  what  may  be 
called  loosely  the  'Art  of  the  Sacri  Monti'.  The 
characteristic  combination  of  intense  realism  with 


12.  Il  Cerano.  San  Carlo  Borromeo,  bronze,  23m.  high, 
Arona.  After  an  abortive  start  in  1614,  the  project  for  the 
colossal  San  Carlo  Borromeo  was  revived  in  1690  and  the 
figure  was  carried  out  by  Bernardo  Falcone  and  Siro  Zanelli. 


great  spiritual  fervour  is  one  born  of  the  Counter- 
Reformation  which  provided  the  intellectual  basis  of 
the  Sacri  Monti.  A  comparable  synthesis  distinguishes 
early  seventeenth-century  Neopolitan  painting,  and 
certain  Spanish  painting  and  sculpture,  and  thus  the 
common  confusion  between  them,  but  whereas  this 
line  of  development  was  maintained  in  Naples  and 
Spain  until  well  into  the  eighteenth  century,  the 
economic  and  cultural  depression  in  Lombardy  which 
followed  the  War  of  Mantau  and  the  plague  of  1629- 
30  effectively  broke  the  continuity  in  all  but  the  Sacri 
Monti.  Thus  the  more  relaxed  and  decorative  eighteen- 
th-century chapel  at  Orta  provides  a  direct  parallel  to 
the  famous  Christmas  cribs  by  Sammartino  and  others 
in  Naples,  while  under  Austrian  domination  Milan  and 
Lombardy  otherwise  came  increasingly  under  the 
domination  of  Venetian  art.  This  dichotomy  has  led 
the  art  of  the  Sacri  Monti  to  be  dismissed  as  Folk  Art 
and  not  worthy  of  serious  consideration,  though  in 
reality  it  forms  a  most  important  part  of  the  indigenous 
tradition  of  Lombardy  and  Piedmont  throughout  the 
seventeenth  and  eighteenth  centuries. 


NOTES 

1.  The  standard  biography  ofCaimi  remains  Emilio  Motta, 
//  Beato  Bernadino  Caimi  fondatore  del  Sacro  Monte 

di  I  'arallo,  Milan,  1 89 1. 

2.  P.  Galloni,  Sacro  Motile  di  I  'arallo,  Varallo,  1 909-1914, 
and  Marziano  Bernardi,  //  Sacro  Monte  di  I  'arallo,  Turin 
(Istituto  bancario  San  Paolo),  i960. 

3.  A.-L.  Pettorelli,  Guido  Mazzoni  da  Modena  plaslicatore, 
Turin,  1925. 

4.  C.  Grudi,  Niccolo  dell  'Area,  Turin,  1942. 

5.  Charles  Seymour,  Sculpture  in  Italy :  1400-1500, 
Harmondsworth,  1966,  pp.  186-87. 

6.  Rudolf  Wittkower,  Montagues  sacrces,  in  L'Oeil, 
November  1959,  pp.  54-61  and  92. 

7.  P.  Galloni,  op.  cit. 

8.  Maud  Cruttwcll,  Andrea  del  Verrocchio,  London,  1904, 
but  also  noted  by  Charles  Seymour,  op.  cit.,  p. 6. 

9:  Samuel  Butler,  Alps  and  Sanctuaries  of  Piedmont  and  the 
Canton  Ticino,  London,  1882,  and  do,  Ex  Voto:  An 
Account  of  the  Sacro  Monte  at  New  Jerusalem  at 
Varallo-Sesia,  London,  1888. 

10.  Marguerite  Devigne,  'Les  Freresjean,  Guillaume  et 
Nicolas  de  Wespin.  dits  Tabaguet  et  Tabachetti, 
Sculpteurs  Dinantais  (xvie  et  xvne  Siecles)'  in 
Annates  de  la  Societe  Royale  d' ' Archcologie  de  Bruxelles, 
xxix,  1920,  pp.  98-135,  and  xxxi,  1923,  pp.  5-22. 

11.  Francesco  Negri,  'II  Santuario  di  Crea  in  Monferrato',  in 
Ripista  di  Storia,  Arte,  Archeologia  della  Provincia  di 
Alessandria,  Anno  IX,  fasc.  VI,  ser.  II,  1902,  pp.  7-76, 
but  see  also  Alessandro  Godio,  Cronaca  di  Crea,  Turin, 
1887,  who  asserts  that  the  inspiration  for  the  Sacro 

Monte  came  from  Michelagnolo  da  Livorno,  Vicar  of  Crea, 
and  Tullio  del  Carretto,  Bishop  of  Casale  (Part  I,  p.  47). 
Extensive  repairs  and  restorations  were  undertaken  in 
the  1880s  when  the  then  Archbishop  of  Milan  spent  his 
summers  at  Crea. 

12.  Marguerite  Devigne,  op.  cit.,  p.  127. 

13.  The  most  convenient  source  of  information  is  the  modern 
anonymous  Ricordo  del  Sacro  Monte  di  Orta,  but  sec  also 
C.  Nigra,  7/  S.  Monte  d'Orta,  Novara,  1940;  Pellegrino, 
Rinascimento  e  Barocco  nella  Architettura  del  Sacro  Monte 
d'Orta,  Novara,  1956;  and  the  relevant  chapters  of  Samuel 
Butler,  Alps  and  Sanctuaries. .  .  . 

14.  Inscribed  on  the  wall  of  the  chapel  '1756  -  Federicus 
Ferrarius/Mediolanensis/Pinxit/Carolus  Beretta/ 
Mediolanensis  sculpsit'.  This  chapel  was  the  last  to  be 
completed  (1757). 

15.  The  majority  of  the  sculptures  were  executed  by  Dionigi 
Bussola  (1676)  and  the  frescoes  by  Antonio  Busca,  while 
the  architectural  elements  are  unusually  complicated, 
culminating  in  the  large  fresco  of  St.  Francis  received  into 
Heaven  by  the  Trinity. 

16.  Angelo  del  Frate,  II  Santuario  del  Sacro  Monte  sopra  Varesc, 
Revised  Edition,  Varese,  1962  (first  published  1933),  but 
see  also  the  relevant  chapter  of  Samuel  Butler,  Alps  and 
Sanctuaries. . . . 

17.  For  the  activity  of  Giuseppe  Bernascone  see  Liliana  Grassi, 
Province  del  Barocco  e  del  Rococo  -  Proposta  di  uu  lessico 
biobibliografico  de  architetti  in  Loinbardia,  Milan,  1966, 
PP-44-55- 

18.  Mina  Gregori,  //  Morazzonc,  Milan,  1962,  pp.  44-46. 

19.  Mario  Trompetto,  Storia  del  Santuario  di  Oropa,  Milan. 
1967,  but  see  also  Maurizio  Marocco,  Cemii  storico-artistici 
intomo  at  Santuario  di  Oropa,  Turin/Milan,  1866,  and  the 
relevant  chapter  of  Samuel  Butler,  Alps  and  Sanctuaries. . . . 
According  to  Butler  the  pilgrim's  hospice  could 
accommodate  over  five  thousand  and  free  lodging  was 
provided  for  a  period  of  three  to  nine  days.  Similar  free 
lodging  was  also  provided  at  the  sanctuaries  of  Graglia 
and  S.  Giovanni  di  Adorno. 

20.  Marguerite  Devigne,  op.cit.,  p.  8. 

21.  Marco  Rosci,  Catalogo  della  Mostra  del  Cerano,  Novara, 
1964,  p.  86. 

22.  Marguerite  Devigne,  op.cit.,  p.  128. 
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THE  DELFT 
ANTIQUE  DEALERS  FAIR 


Last  year  the  Delft  Antique  Dealers  Fair  celebrated  its  25th  anniversary.  Appropriately 
enough  this  silver  jubilee  was  marked  by  a  loan  of  objects  from  the  collection  of  Her 
Majesty  the  Queen  of  the  Netherlands;  -  thus  reinforcing  the  regular  royal  connection 
with  this  important  fair,  of  which  her  husband  His  Royal  Highness  Prince  Bernhard  is 
Patron. 

Delft  seems  an  especially  appropriate  city  to  hold  an  international  antiques  fair.  Al- 
though it  was  not  the  first  place  in  the  Netherlands  where  tin-glazed  earthenware  was 
made,  the  fact  that  this  type  of  pottery  became  synonymous  with  Delft  is  an  indication  of 
the  importance  it  eventually  came  to  assume  there.  Many  of  its  designs  were  influenced  by 
Chinese  porcelain  imported  in  vast  quantities  during  the  seventeenth  century  by  the  Dutch 
East  India  Company  and  later  by  the  enamel-coloured  wares  of  the  orient. 

One  of  the  most  famous  sons  of  Delft  is  Jan  Vermeer,  who  was  born  and  died  in  the 
city.  Indeed  it  is  said  that  he  never  lived  anywhere  else:  not  unlikely  considering  the 
reserved  and  intimate  character  of  his  surviving  paintings,  which  are  not  dependent  tor 
their  effect  on  a  great  variety  of  outdoor  locations;  but  rather  on  a  deep  and  loving 
understanding  and  knowledge  -  all  within  a  relatively  narrow  compass. 

The  Antique  Dealers  Fair  is  held  in  the  Prinsenhof  Museum,  once  .1  monaster)  hut  more 
famous  through  its  association  with  William  the  Silent.  This  great  Dutch  patriot  and 
champion  of  individual  freedom  lived  in  the  Prinsenhof  where  he  was  assassinated,  before 
the  independence  of  his  nation  had  been  secured. 

Delft  is  only  half  an  hour  away  from  Amsterdam  which  has  connecting  flights  to  the 
principal  capitals  of  the  world.  This  year  the  fair  is  open  from  August  22  to  September  1 1. 

D.C. 
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Joseph  T.  Butler 


EL  DORADO, 

THE  GOLD  OF  ANCIENT  COLOMBIA 
An  incredibly  beautiful  exhibition  of  Pre-Colum- 
bian gold  from  Colombia  has  been  recently  at  the 
Center  for  Inter-American  Relations  in  New 
York  City.  The  show  is  being  sponsored  jointly 
in  this  country  by  that  institution  and  The 
American  Federation  of  Arts  and  it  will  travel 
to  Chicago,  Houston,  Philadelphia  and  Boston. 
The  two  hundred  and  four  objects  included  are 
drawn  from  the  collection  of  El  Musco  del  Oro 
in  Bogota  and  represent  only  a  small  part  of  their 
holding  of  over  twenty  thousand  objects. 

The  art  of  gold  craftsmanship  is  believed  to 
have  originated  about  800  bc  and  to  have  ex- 
tended over  a  period  of  almost  2000  years  before 
the  arrival  of  the  Spaniards.  Colombia's  pre- 
Colombian  cultures  were  regionalized  by  the 
diverse  geographical  areas  of  the  country.  These 
different  cultures  maintained  commercial  ties 
with  one  another  and  gold  was  one  of  the  princi- 
pal items  of  exchange.  From  the  rich  mines  at 
Buritica,  north  of  the  present  department  of 
Antioguia,  bullion  was  sent  to  all  parts  of  the 
country.  There  is  some  evidence  to  show  that 
trade  of  finished  gold  objects  extended  as  far  as 
Mexico  and  Peru. 

The  present  exhibition  is  devoted  to  the  work 
of  seven  important  cultures  as  they  are  represent- 
ed by  outstanding  examples  of  their  gold  work. 
The  Naviiio,  from  the  Andean  region  of  southern 
Colombia,  clearly  show  the  influence  of  Ecuador 
and  Peru  in  their  gold  work.  Objects  of  cast  and 
hammered  gold  have  been  found  which  arc 
finished  by  overlay  plating:  oxidation,  gilding 
and  polishing.  The  most  common  objects  arc 
breast  plates,  plaques  for  textile  appliques,  more 
rings  and  car  discs.  Moving  north,  the  next 
culture  to  be  considered  is  the  Calima.  These 
people  lived  in  the  upper  Calima  River  region 
which  empties  into  the  Pacific  Ocean.  'Lost  wax' 
casting  is  a  speciality  of  the  gold  work  of  this 
area  which  also  created  a  type  of  braidwork 
which  is  most  unusual.  Most  famous  of  the 
Calima  tomb  objects  are  large  masks  with  ear 
ornaments  and  moveable  nose  ornaments  and 
breastplates.  Their  neighbours  to  the  northeast, 
the  Quimbaya,  constitute  a  large  archaeological 
zone  between  the  Cauca  and  Magdalcna  Rivers 
in  the  Central  Andean  range.  The  gold  work  of 
this  group  reached  perfection  both  in  technical 
development  and  the  scale  and  realism  of  its 
shapes.  The  work  also  has  simplicity  and  decora- 
tive elegance. 

The  Tolima  archaeological  area  is  situated  in 
the  department  which  today  bears  the  same  name. 
Most  Tolima  gold  work  is  in  24  carat,  which  is 
quite  unusual,  and  used  the  'lost  wax'  process. 
The  work  is  frequently  flat  with  angular  repre- 
sentations of  the  human  figure.  Birds  and  batlike 
creatures  are  also  favourites  of  this  culture.  The 


Muiscawere  situated  to  the  north-east  in  the  chilly 
highland  departments  of  Cundinamarca  and 
Boyaca.  The  characteristic  piece  of  this  culture  is 
called  tunjo.  It  is  a  highly  stylized  human  figure  in 
cast  gold  wire  over  a  flat  triangular  piece  which 
represents  the  body.  Scenes  from  everyday  lite 
were  portrayed  by  the  Muisca  craftsmen.  Some 
of  these  creations  consisted  of  several  objects, 
which  when  placed  together,  crdate  a  completed 
scene. 

The  Sinu  live  in  the  north-west  in  the  valleys  of 
the  Sinu,  San  Jorge  and  Nechi  Rivers.  Among 
the  typical  pieces  of  this  area  are  globular  vessels 
with  bell-shaped  bases.  Forms  derived  from 
nature  were  often  used  and  the  decoration 
abounds  in  relief  work  and  braidwork.  The 
Tairona,  in  the  northern-most  area  of  Colombia, 
were  influenced  by  Central  American  cultures. 
They  reached  a  high  level  of  aesthetic  develop- 
ment as  well  as  an  excellent  quality  of  craftsman- 
ship. The  objects  are  generally  82  per  cent  gold 
with  the  remainder  copper  alloy.  These  objects 
were  once  highly  polished  and  are  very  fragile. 
Geometric  motifs  and  stylized  figures  of  birds 
and  reptiles  are  frequently  seen. 

A  metallurgical  analysis  of  these  Pre-Colom- 
bian  objects  generally  group  them  into  three 
categories.  There  are  those  composed  of  90  per 
cent  gold  (22  carats),  those  of  60  per  cent  gold  (14 
carats)  and  finally,  objects  made  from  tumbagu 
which  contains  a  maximum  of  82  per  cent  gold 
and  the  remainder  copper.  In  the  early  period, 
from  100-400  AD,  craftsmen  beat  gold  into  flat 
pieces  and  then  pressed  them  to  make  objects  in 
relief.  Then,  simple  heat  treatment  techniques 
were  developed  to  soften  it  again.  Later,  fusion 
Listening  evolved  with  the  development  of 
techniques  for  melting  gold  dust  into  joints  and 
by  dripping  in  molten  metal.  Early  casting 
techniques  were  quite  crude.  Carved  stones 
served  as  molds  and  molten  gold  was  poured  into 
them.  Eventually,  half-molds  were  developed 
and  were  separated  after  the  gold  had  cooled. 
The  'lost  wax'  process  came  into  use  during  the 
classic  period  (from  400-f.  700  ad).  Objects 
made  in  this  manner  had  a  finely  detailed  and 
smoothly  finished  casting. 

Some  words  of  mention  should  be  given  to  the 
extraordinary  organization  which  owns  these 
treasures  of  Colombian  gold  as  well  as  a  vast 
amount  not  included  in  the  exhibition.  El 
Musco  del  Oro,  Bogota,  of  the  Bank  of  the 
Republic,  was  founded  in  1939  through  the 
efforts  of  Jalio  Caro  and  Dr.  Luis  Angel  Arango, 
then  Manager  and  Assistant  Manager  of  the  bank 
and  the  Bank's  Board  of  Directors.  At  the  time, 
these  objects  were  valued  only  for  their  gold 
content.  The  founders  of  the  museum  hoped  to 
show  the  artistic  and  cultural  merit  of  these 
pieces  and  to  preserve  them.  Original  purchases 
were  made  from  individuals,  collectors  and  trea- 
sure hunters.  Now,  about  twenty  thousand  pieces 
have  been  assembled  and  they  are  displayed  in  a 
specially  guarded  gallery.  The  museum  maintains 
a  series  of  travelling  exhibitions  such  as  the  one 
presently  in  this  country.  However,  objects  which 
are  unique  are  never  lent  and  only  duplicates 
arc  seen  in  the  travelling  shows. 

This  is  one  of  the  most  glittering  and  reward- 
ing shows  seen  here  in  a  long  time.  A  handsome 
catalogue,  bearing  the  title  of  the  exhibition,  has 
been  prepared.  It  contains  scholarly  essays  by 
Julie  Jones,  Curator,  The  Museum  of  Primitive 
Art  (New  York)  and  Warwick  Bray  from  the 
Institute  of  Archaeology,  London  University. 


1.  Bell  with  Face,  Tairona,  gold. 
El  Museo  del  Oro,  Bogota. 


2.  Offering  Figure,  (Tunjo),  Muisca,  gold. 
El  Museo  del  Oro,  Bogota. 
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3.  Pendant,  Anthropomorphic  Figure,  Quimboya, 
gold.  El  Mnseo  del  Oro,  Bogota. 


4.  Nose  Ornament,  Tairona,  gold. 
El  Mnseo  del  Oro,  Bogota. 


f 


5.  Nose  Ornament  with  Dangles,  Calima,  gold. 
El  Mnseo  del  Oro,  Bogota. 


6.  Poporo  (Lime  container)  Lid,  Quimbaya,  gold. 
El  Mnseo  del  Oro,  Bogota. 


7.  Two  Tweezers,  Calima,  gold. 
El  Mnseo  del  Oro,  Bogota. 


8.  Three  Nose  Ornaments,  Calima,  gold. 
El  Mnseo  del  Oro,  Bogota. 
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THE  BRONFMAN  GIFT  OF  DRAWINGS 
In  1973,  the  National  Gallery  of  Canada,  Ottawa 
received  an  important  group  of  twenty-seven 
-  master  drawings  given  by  Mrs.  Samuel  Bronf- 
man, obe  in  honour  of  her  late  husband  Mr. 
Samuel  Bronfman,  cc,  lld.,  formerly  of 
Montreal,  whose  philanthropic  contributions 
included  a  number  to  the  arts.  The  drawings 
went  on  public  view  at  the  National  Gallery  this 
past  April 

Included  are  Italian  and  French  drawings  dating 
from  the  sixteenth  to  the  nineteenth  centuries, 
especially  an  appealing  group  of  drawings  by  the 
Venetian  eighteenth  century  artists  Giovanni 
Battista  Tiepolo  and  his  son,  Giovanni  Domenico. 
A  group  of  early  portrait  studies  by  Henri  de 
Toulouse-Lautrec  arc  also  a  part  of  the  gift.  A 
fully  illustrated  catalogue  by  Mary  Cazort  Taylor, 
Curator  of  drawings  at  the  National  Gallery,  has 
been  published.  The  exhibition  has  been  offered 
to  Galleries  and  Art  Centres  across  Canada  on  a 
limited  tour  by  the  National  Programme,  since 
its  closing  in  Ottawa  in  June. 


9.  luca  gioruano.  The  Calling  of  Matthew, 
brush  and  brown  wash  over  black  chalk. 
The  National  Gallery  ofCanada,  Ottawa, 
gift  in  honour  of  the  late  Samuel  Bronfman. 


\ 


IO.  HliNHI  TOULOUSE-LAUTREC 

Portait  <>/  Amedee  Tapii  de  Celeyran, 
charcoal  on  white  paper,  laid  down. 
The  National  (  iallery  qj  Canada,  <  )ttawa, 
gift  in  honour  oj  the  late  Samuel  Bronfman. 
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ALBERTO  GIACOMETTI: 
AND  THREE  SWISS  PAINTERS 
A  comprehensive  exhibition  including  the  work 
of  Alberto  Giacometti  and  three  artists  of  the 
generation  preceding  him  was  seen  at  The  Solo- 
mon R.  Guggenheim  Museum  (New  York  City) 
through  late  June.  It  contained  over  three  hun- 
dred works  and  filled  the  entire  museum.  Made 
possible  by  a  grant  from  Alcoa  Foundation, 
Pittsburgh,  Pennsylvania,  the  two-fold  exhibition 
was  further  aided  by  a  grant  from  Pro  Helvetia 
Foundation,  Zurich,  Switzerland. 

The  exhibition  was  initially  organized  in 
response  to  the  availability  of  a  large  and  import- 
ant group  of  works  belonging  to  the  Alberto 
Giacometti  Foundation  and  deposited  in  Swiss 
museums  due  to  the  temporary  closing  of  the 
Giacometti  rooms  at  the  Kunsthaus  in  Zurich. 
Important  loans  from  public  and  private  collec- 
tions were  added.  Over  two  hundred  sculptures, 
paintings  and  drawings  by  Alberto  Giacometti 
are  included,  dealing  with  his  development  from 
early  pictorial  and  Cubist  phases  through  his 
Surrealist  and  mature  styles. 

Thomas  M.  Messer,  the  Guggenheim's  direc- 
tor, conceived  and  installed  the  exhibition  and 
was  aided  by  Dr.  Louise  A.  Svcndscn,  curator, 
who  selected  the  works  added  to  the  nucleus 
provided  by  the  Giacometti  Foundation.  Dr. 
Reinhold  Hohl  acted  as  consultant  to  the  ex- 
hibition and  also  wrote  the  catalogue  introduc- 
tion. After  their  Guggenheim  showing,  the  one 
hundred  or  so  works  by  Alberto  Giacometti 
from  the  Giacometti  Foundation  will  circulate 
to  the  Walker  Art  Center  in  Minneapolis,  The 
Cleveland  Museum  of  Art,  the  National  Gallery 
of  Canada  in  Ottawa,  The  Dcs  Moines  Art 
C 'enter  in  Iowa,  and  the  Musec  d'Art  Contem- 
porain  in  Montreal. 

Alberto  Giacometti  was  born  October  10,  1901 
m  Borgonovo,  Grisons,  Switzerland  into  a  family 
of  renowned  Swiss  artists.  He  painted  and 
sculpted  as  a  boy,  and  in  1920  went  to  Italy  to 
c  oncentrate  on  painting.  In  1922,  with  the  firm 
intention  of  becoming  a  sculptor,  he  moved  to 
Paris  where  he  was  to  live  and  work  the  rest  of 
Ins  life.  In  i<;27,  he  began  to  exhibit  in  group 
shows.  His  first  one-man  exhibition  took  place 
there  in  1932.  He  married  Annette  Arm  in  1949. 
Major  retrospective  exhibitions  of  Giacometti's 
work  have  been  held  at  the  Kunsthalle  Basel 
(1949),  the  Arts  Council  of  Great  Britain  and  The 
Solomon  R.  Guggenheim  Museum  (1955),  the 
Tate  Gallery,  London,  the  Louisiana  Museum  in 
Humblebaek,  Denmark,  The  Museum  of  Modern 
Art,  New  York  (1965),  and  the  Orangerie,  Paris 
(1970).  A  catalogue,  published  by  the  Guggen- 
heim, is  available. 

Three  Swiss  Painters,  the  corollary  exhibition, 
was  first  seen  at  The  Pennsylvania  State  Univer- 
sity Museum  of  Art  which  organized  the  show  in 
collaboration  with  Fro  Helvetia  Foundation.  It 
was  also  previously  seen  at  the  Museum  of  Art  of 
the  Munson-Williams-Proctor  Institute,  and  the 
Busch-Reisinger  Museum  of  Harvard  University. 

The  exhibition  includes  about  one  hundred 
paintings  by  Alberto's  father,  Giovanni  (1S68- 
1933);  his  cousin,  Augusto  (1877-1947);  and  his 
godfather,  Cuno  Amiet  (1868-1961).  A  separate- 
catalogue  is  available,  with  text  by  George  Mann- 
er, curator  of  the  exhibition.  Giovanni  Giacometti 
along  with  Cuno  Amiet,  was  identified  with  the 
circle  of  Ferdinand  Hodlcr  around  the  turn  of  the 
century.  Giovanni's  paintings  depict  his  native 
region  in  south-eastern  Switzerland.  His  use  of 
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II.  Alberto  giacometti.  Standing  Woman, 
bronze,  1926.  37k  Solomon  R.  Guggenheim 
Museum. 


12.  Alberto  giacometti.  77/c  Invisible  Object, 
bronze,  1934.  The  National  Gallery  of  Art, 
Aiha  Mellon  Bruce  Fund. 


■ 
■ 


14.  Alberto  giacometti.  Woman  of  Venice  II, 
painted  bronze,  1956.  The  Ratner  Family, 
Ft.  Lee,  New  Jersey. 


15.  augusto  giacometti.  Adam  and  Eve, 
oil  on  canvas,  1907.  Knnsthaus  Zurich. 

colour  is  particularly  lyrical.  Augusto  Giacometti 
spent  four  years  in  Paris  where  he  was  influenced 
by  his  famous  teacher,  Eugene  Grasset.  He  is  best 
known  as  a  pioneer  of  abstraction,  his  abstract 
pastels  dating  from  1898.  His  primary  interest  in 
colour  was  theoretical. 

Cuno  Amiet's  art  is  international  in  character 
though  his  early  work  clearly  indicates  his 
association  with  the  circle  of  Pont' Aven  painters 
which  revolved  around  Gauguin.  Later,  he  joined 
the  Brucke  group  and  his  work  became  more 
expressionist  in  style. 


AGE  OF  THE  PHARAOHS 
A  major  exhibition  of  Egyptian  art  was  presented 
through  mid  June  at  the  Los  Angeles  County 
Museum  of  Art.  As  the  most  comprehensive  of 
its  kind  ever  seen  in  California,  the  show  included 
over  one  hundred  and  fifty  ancient  Egyptian 
works  of  art  from  fourteen  major  American 
collections.  Stone  and  wood  sculpture,  reliefs, 
bronzes,  sarcophagi,  gold  jewellery,  textiles  and 
ceramics  ranging  in  date  from  4000  BC  through 
the  Roman  period  are  included.  A  majority  of 
the  works,  reflecting  the  title  of  the  exhibition, 
are  from  the  traditional  dynastic  periods  of 
Egyptian  history,  although  a  number  of  pre- 
dynastic  and  post-dynastic  works  can  also  be  seen. 

O.ie  of  the  most  powerful  influences  on  Egypt- 
ian civilization  and  therefore  on  Egyptian  art  was 
the  belief  in  and  anticipation  for  a  revived  life 
after  death.  Most  ancient  Egyptian  works  of  art 
that  exist  today  have  been  recovered  from  tombs 
and  temple  ruins.  Sculpture  was  produced  out  of 


the  desire  to  perpetuate  or  serve  the  dead.  Con- 
sequently, fine  portraiture  developed  very  early 
in  Egyptian  art.  Two  fme  examples  of  Egyptian 
tomb  sculpture  from  Dynasty  IV  are  a  limestone 
statue  of  Kem-ka-Re  and  his  son  lent  by  the 
Lowie  Museum  of  Anthropology,  UC  Berkeley, 
and  a  'reserve  head'  of  a  Prince  of  the  House  of 
Cheops,  from  the  Museum  of  Fine  Arts,  Boston. 
From  the  latter  half  of  the  Middle  Kingdom  is  a 
powerful  figure  of  a  seated  nobleman  made  of 
quartzite,  probably  from  a  temple.  The  figure, 
lent  by  The  Brooklyn  Museum,  sits  brooding  and 
sad,  wrapped  in  a  heavy  cloak  and  conveys  both 
the  calm  and  apprehension  felt  by  a  complex  man 
as  he  prepared  to  face  the  hereafter.  Of  particular 
importance,  from  the  Amama  period  of  Dynasty 
XVIII,  is  a  spectacular  amphora,  29  inches  high, 
lent  by  the  Museum  of  Fine  Arts,  Boston.  The 
amphora  -  perhaps  a  wine  vessel  for  royal  ban- 
quets -  is  unique.  Apart  from  its  size  and  colours, 
it  is  the  only  ancient  Egyptian  vessel  known  on 
which  the  bodies  of  animals  are  modelled  in  the 
round. 

Additional  XVIII  Dynasty  highlights  in  the 
exhibition  include:  a  painted  limestone  seated 
lion  with  the  cartouche  of  Tuthmosis  III,  from  the 
University  Museum,  Philadelphia;  a  beautifully 
crafted  and  brightly  coloured  polychrome  faience 
'ushabti'  inscribed  for  the  Lady  Sati  from  Sak- 
kara,  lent  by  The  Brco'dyn  Museum;  and  a  red 
granite  kneeling  figure  of  Hatshepsut  from  the 
Metropolitan  Museum  of  Art.  Other  important 
objects  include  a  Dynasty  XXVI  regal  bronze 
sacred  cat  with  inlaid  scarab,  lent  by  the  Field 
Museum  of  Natural  History,  Chicago,  and  a  Late 
Period  black  granite  torso  of  Amon-pe-yom  lent 
by  the  Cleveland  Museum  of  Art.  Even  though 
it  is  a  fragment,  this  sculpture  is  generally  con- 
sidered the  finest  known  Ptolemaic  torso. 
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Gerald  Schurr 


Bale 

LUCAS  CRANACH 

There  arc  innumerable  paintings  by  Lucas 
Cranach  (1472— 1553)  but  in  fact  many  of  those 
attributed  to  him  were  produced  in  his  studio. 
The  exhibition  of  compositions,  borrowed  from 
a  great  variety  of  public  collections,  to  be  held 
until  September  8  at  the  Kunstmuseum  at  Bale 
will  make  it  possible  to  verify  what  is  genuinely 
his  work  and  perhaps  to  separate  authentic 
originals  from  copies.  Cranach's  individuality  is 
most  easily  distinguishable  in  his  nudes  by  a  style 
that  is  at  the  same  time  baroque,  mannered  and 
true  to  archaic  Gothic.  There  is  a  detached  cold 
eroticism  in  his  repetition  of  figures  of  very 
young  girls  with  pale  flesh,  tiny  breasts  and 
rounded  bellies.  His  portraits,  less  sinuous  and 
more  severe,  possess  a  typically  Germanic  charm, 
in  particular  the  famous  effigy  of  his  friend  Martin 
Luther  now  very  appropriately  housed  in  the 
museum  at  Bale  and  which,  near  to  that  of  his 
wile,  hangs  in  this  excellent  exhibition. 


Rotterdam 

THE  HYl'ERREAI  ISTS 

What  is  Hyperrealism?  The  exhibition  on  view 
until  August  20  at  the  Boymans  van  Beuningen 
museum  attempts  to  define  it.  It  is  an  ironic 
return  to  the  human  form,  a  sarcastic  'tribute'  to 
the  consumer  society  and  a  peculiar  interpretation 
of  reality  slightly  distorted,  like  carefully  con- 
trived trompe  I'oeil.  This  cold  objectiveness  of  an 
impersonal  photographic  record  and  the  recon- 
struction of  a  set  piece,  which  is  the  most  recent 
of  the  avant-garde  movements,  is  in  fact  copying 
a  constant  feature  of  American  painting:  the 
return  to  the  figurative. 


Cologne 


OPENING  OF  THE 
ROMANO-GERMANIC  MUSEUM 
Exhibits  from  prc-history  and  the  Roman  era 
have  been  moved  from  the  Wallraf-Richardtz 
Museum  to  form  a  new  museum  in  the  heart  of 
the  city  beside  the  cathedral.  This  now  contains 
the  mosaic  of  Dionysus  (third  century)  uncovered 
during  the  last  war,  the  high  tomb  of  the  Roman 
legionary,  Lucius  Publius  (first  century)  and  .1 
whole  collection  of  Roman  objects  found  in  the 
region  of  Cologne.  In  an  adjoining  building  are 
the  workshops  of  scholars  and  technicians,  and 
historical  settings  are  re-created  by  a  great  deal  of 
audio-visual  equipment.  Altogether  a  model 
museum. 


I 


1.  Feininc.lh.  Qiiai  de  Douarnenez.  Watercolour. 


2.  The  art  of  Thrace, 
1000  bc.  Bronze  stag. 
Height  [6cm. 
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Paris 

THE  STYLE  OF  FEININGER 
Lyonel  Feininger,  who  was  born  in  New  York  in 
1871  and  died  in  1956,  worked  mostly  in  Ger- 
many, with  which  he  had  close  links,  and  particu- 
larly at  the  Bauhaus  where  he  taught  after  a  brief 
career  as  a  newspaper  cartoonist  in  Berlin.  The 
few  canvases  and  many  watercolours  on  exhibi- 
tion until  September  1 5  at  the  Galerie  Berggrucn 
(70  rue  de  l'Universite)  emphasize  the  mysterious 
character,  full  of  romantic  feeling  and  humour, 
of  his  town  scenes.  These  arc  in  Cubist  style 
interpreted  in  a  free  and  personal  manner  which 
creates  an  impression  of  space  by  subtle  geometric 
drawing. 

THROUGHOUT 
THE  FRENCH  PROVINCES 
In  our  July  issue  we  presented  tor  holiday-makers 
a  panorama  of  what  is  to  be  seen  this  summer  in 
French  provincial  museums.  To  this  we  can  now 
add.  Near  Tours,  at  Meslay,  in  a  thirteenth  cen- 
tury chapel  Art  ct  Spiritualite :  contemporary 
religious  paintings  and  objects  of  art.  At  the 
Chateau  de  Sainte  Suzanne  in  the  Mayenne, 
L' Homme  ct  son  empreintt  (until  September  1)  - 
one  hundred  and  five  works  by  some  fifty  con- 
temporary artists.  At  Pontoise  until  September  8 
La  Belle-Epoque  ct  I'Evi-nemenl  -  daily  life  as  seen 
by  cartoonists,  engravers  and  reporters.  At 
Macon,  Galerie  des  Ursu'.ines  until  September  9, 
three  contemporary  sculptors  and  a  painter.  In 
the  south  at  the  Musee  de  l'lle  de  Bendor  until 
August  31  Peintres  de  Provence,  a  selection  of  the 
most  outstanding  canvases  signed  by  provincial 
painters  between  1880  and  1950.  At  the  Chateau 
Borely,  Marseilles,  Homes  de  la  Prihistoire 
Mediterranean  France  as  discovered  in  excava- 
tions at  the  mouth  of  the  Rhone  in  Provence  and 
Languedoc.  At  Salon-de-Provence  until  October 
6  the  recent  paintings  of  Maurice  Sarthou,  an 
enthusiast  for  the  light  of  the  Mediterranean. 

DISCOVERING  THE  ART  OF  THRACE 
Until  August  26  the  Petit  Palais  is  exhibiting  the 
archaeological  treasures  of  Bulgaria:  the  very  little 
known  art  of  the  civilization  of  Thrace  from 
Macedonia  to  the  mouth  of  the  Dnieper  of  1600 
BC  to  300  BC  (the  Roman  occupation).  In  1944  in 
many  'tumuli'  more  discoveries  were  made  of 
paintings  and  above  all  of  funerary  treasures  of 
the  goldsmith's  craft  of  supreme  quality.  Ritual 
axes,  figurines,  bird-vases  etc.  proclaim  a  creative 
genius  hitherto  unknown.  The  very  best  of  this 
sumptuous  craftsmanship  dates  from  the  fourth 
century  BC  -  silver  amphora,  crowns,  buckles  and 
breastplates  in  gold,  which  illustrate  in  the  animal 
decoration  of  the  harness  the  complexity  of  an  art 
influenced  by  Greek,  Persian  and  Scythian  work- 
shops, particularly  the  last,  before  its  decline  at 
the  time  of  the  Roman  conquest. 


FRAGONARD  AND  CRESSENT 
AT  THE  LOUVRE: 

THE  TREASURES  OF  FRENCH  MUSEUMS 
Four  canvases  by  Fragonard  -  three  portraits  and 
the  famous  Verrou  -  have  just  arrived  at  the 
Louvre.  The  portrait  of  Anne  -  Francois  d'Har- 
court,  duke  of  Bcuvron,  was  given  by  a  descen- 
dant of  the  artist's  model.  Some  idea  of  its  value 
can  be  deduced  as  a  portrait  of  his  elder  brother, 
similar  in  size  (81  x  64  cm.),  was  sold  at  Sotheby's 
on  December  8,  1971  for  4,675,000  francs.  The 
two  other  portraits,  of  Diderot  and  la  Guimard, 
are  there  as  a  result  of  a  wise  law,  inspired  by  the 
United  States,  governing  the  inheritance  of  works 
of  art  (loi  du  31  decembre  1968).  It  is  said  behind 
the  scenes  that,  but  for  the  implementation  of  this 
law,  the  painting  could  be  sold  for  eight  million 
francs.  On  this  occasion  the  museum  has  assem- 
bled in  one  room  until  September  30,  around 
these  four  new  acquisitions  the  nineteen  other 
Fragonards  in  its  possession,  from  Coresus  and 
Callirhoe  presented  to  the  Academy  in  1765  to  the 
birth  of  Neo-Classicism,  Le  Verrou  of  1784,  which 
disappeared  in  1792,  was  acquired  with  the 
assistance  of  the  Ministere  des  Finances  which  con- 
tributed half  the  purchase  price  amounting  to 
four  million  francs. 

In  the  same  room  is  a  collection  of  superb 
furniture  by  Cressent,  the  most  famous  ebeniste  of 
the  Rcgence  and  Louis  XV  period.  Among  other 
items  is  the  beautiful  bureau  plat  of  the  President 


3.  Fragonard.  Lc  Verrou.  Louvre. 

of  the  Republic,  a  cartel  clock  recently  given  by 
M.  Grog,  two  armoires  from  the  collection  of  Sir 
Robert  Abdy,  commissioned  from  the  ebeniste  by 
the  Selle  family.  These  two  armoires  acquired  for 
a  sum  which  established  a  world  record  for 
furniture,  are  very  typical  of  the  free  and  vigor- 
ous style  of  Cressent  and  of  his  lavish  ornamenta- 
tion of  finely  sculptured  bronze  mounts. 


4.  One  of  two  armoires  by  Cressent  recently 
acquired  by  the  Louvre. 


Salerooms 


In  the  quiet  of  the  late  evening  of  Monday  June 
10,  another  world  record  was  not  only  smashed 
but  almost  doubled.  At  Sotheby's  a  Swiss  dealer 
paid  .£86,000  ($205,540)  for  a  gold  and  enamel 
snuff  box.  The  box,  put  in  for  sale  by  H.  M. 
Queen  Frcderika,  The  Queen  Mother  of  the 
Hellenes,   had   originally    been    presented  by 
Frederick  the  Great  of  Prussia  to  a  Duke  of  Bruns- 
wick, though  which  one  is  problerhatical.  It  came 
down  through  the  butchering  Cumbcrlands  to 
I  [anover  and  so  to  the  Queen.  It  was  the  work  of 
fordan  .mil  Daniel  Baudcsson,  made  about  1760, 
of  deep  and  bombc  form  and  encrusted  with  dia- 
monds and  semi-precious  hardstoncs.  One  can 
not  do  better  than  quote  the  catalogue  description  : 
The  polished  gold  ground  with  four  colour  mounts 
ami  the  I  ill  with  a  wide  honkr  chased  with  linked 
scrolls  bound  by  four-colour  sprays  of  roses, 
overlaid  with  full-blown  flowers  and  buds  in 
pink  and  yellow  diamonds,  some  backed  with  foil 
and  closely  set  with  diamond  leaves  and  rococo 
scrolls  scattered  with  turquoise  forget-me-nots;  the 
centre  of  the  lid  decorated  in  relief  with  finely 
chiselled  sprays  of  carnations,  roses,  lily-of-thc- 
valley  and  gentian ,  all  in  tinted  crystal,  carnelian 


and  amethyst,  with  green  chrysophase  leaves  and 
stems  and  the  sides  with  similar  sprays  of  multi- 
coloured hardstone  spring  and  summer  flowers^ 
the  cauted  corners  set  with  bands  of  diamonds 
hound  with  turquoise  forget-me-nots  and  with 
yellow  diamond  rosebuds,  the  base  with  a  spray  of 
wild  carnations  in  pink  tinted  crystal  and  lily-of- 
the-valley  and  contained  within  a  raised  border 
chased  with  linked  scrolls,  this  border  also  set 
with  diamonds  and  interspersed  with  clusters  ot 
forget-me-nots  and  diamond  set  quatrefoil 
flowerheads. 

As  E.  B.  White's  Charlotte  would  have  said, 
Sumo  Box'!  The  Baudcssons  who  worked  on 
this  sort  of  thing  in  Berlin  between  1752  and  1775 
produced  a  whole  lot  of  equally  fabulously 
decorated  snuff  boxes  for  Frederick  the  Great, 
their  speciality  being  the  cementing  of  decorative 
motifs  in  natural  materials  to  the  gold  or  hard- 
stone  body  of  the  box  and  the  setting  of  numer- 
ous diamonds  on  it.  The  King's  collection  was 
once  displayed  in  the  Hohenzollern  Famillien- 
museum  at  Schloss  M011  Bijou,  Berlin,  but  the 
accidents  of  time  and  war  have  dispersed  it.  Some 
are  still  in  the  State  Apartments  at  Schloss 


1 .  Frederick  the  Great  presentation  snurl  box, 
c.  1 760.  33x3  inches. 

Sotheby's,  June  10,  1974.  £86, 000  ($205,540). 


2.  Coin  from  Carthage. 
Adcr-Picard-Tajan,  Paris,  April  29,  1974. 
1  56,000  francs  (£13,624;  $32,500). 
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Cliarlottcnburg.  The  rest  range  from  the  Hermi- 
tage, through  the  Louvre,  to  the  Metropolitan. 
This  may  well  he  the  last  to  come  on  the  open 
market,  in  which  case  the  price  was  not  excep- 
tionally high. 

This  royal  piece,  albeit  from  as  late  as  the 
eighteenth  centurx,  emphasises  the  mystique 
which  gold  has  always  carried  from  the  most 
primitive  societies  right  up  to  today.  Now  with 
many  metals,  much  rarer  and  fantastically  more 
expensive,  one  would  have  thought  that  the 
illusion  would  have  been  shattered.  But,  no.  Gold 
is  still  the  metal  of  gods  and  kings.  Johnson, 
Matthcx  have  recently  mounted  an  exhibition, 
now  touring  the  country,  to  boost  the  attractions 
!  of  platinum  as  .1  metal  for  jewellery  and  plate. 
The  prices  of  the  two  metals  are  reasonably  com- 
patible, but  gold  always  wins.  From  Agamem- 
non's treasury  at  Mycenae  to  the  pre-Columbian 
pieces  of  Central  and  South  America  (and  men 
are  still  looking  for  El  I  )orado)  primitive  geld  has 
always  had  a  special  allure.  In  Paris  on  April  29, 
Ader-Picard-Tajan  sold  the  collection  of  coins 
and  jewellery  formed  b\  the  novelist,  Roger 
Pcyrcfittc.  M.  Pcyrcfitte's  novels  once  used  to 


scandalise  people  though  1  cannot  believe  that  they 
do  111  1974.  He  has  given  us  all  a  great  deal  of 
pleasure  and  entertainment  and  the  auction  must 
have  given  the  same  to  him.  The  total  was 
6,092,900  francs  (£532,130;  $1,269,352)  the  top 
price  of  312,000  francs  (£27,249;  $65,000)  being 
paid  tor  a  Syracusian  coin  in  silver  of  413  bc  by 
the  great  Kimon,  whom  the  catalogue  extolled  as 
the  greatest  coin-designer  of  all  time.  Made  to 
celebrate  Syracuse's  defeat  of  Athens,  it  had  on  one 
side  a  head  of  Arethusa  and  on  the  other  a  quad- 
riga in  full  gallop.  Here  silver  had  it  well  over 
gold,  lor  gold  coins  from  Syracuse  ol  roughly  the 
same  period  made  only  40,000  francs  (£3,493; 
$8,333)  and  56,000 francs (£4,891 ;  Si  1,667). From 
Carthage,  a  magnificent  tristater  in  electrum,  with 
a  head  ol  Persephone  and  a  tremendous  horse 
rampant  under  a  date-palm  made  172,000  francs 
(£15,022;  $35,833)  and  a  gold  coin  of  rather 
similar  type  but  of,  to  my  mind,  much  greater 
elegance,  made  1 56,000  francs (£13,624;  $32,500). 
Gold  was  responsible  for  the  next  best  price, 
155,000  francs  (£13,537;  $32,292)  for  an  Egyp- 
tian coin  of  the  Ptolomaic  Berenice  II  with  a 
sharply  modelled  bust  of  the  queen.  90,000  francs 


(£7,860;  $18,750)  were  paid  for  a  delightful 
piece  showing  Septimus  Severus  and  his  family. 
The  jewellery  included  a  votive  coronet  in  gold 
from  Macedonia  about  300  BC.  This  gorgeous 
ornament  seemed  to  me  to  bc  very  cheap  at 
46,000  francs  (£4,017;  $9,583).  A  gold  pin  sur- 
mounted with  a  vase  with  a  bird  hovering  over 
it,  made  only  3,000  francs  (£262;  $625),  an- 
other with  chalcedony  head  of  Juno,  5,800 
francs  (£507;  $1,208).  A  really  lovely  eigh- 
teenth-century cameo  in  a  gold  brooch,  the  head 
of  Antinous  being  in  rose  white  agate  made 
35,000  francs  (£3,057;  $7,292)  but  one  can  not 
help  feeling  that  the  coin  collectors  outnumbered 
the  jewellery  collectors  or  else  their  purses  were 
immeasurably  longer. 

Christie's  Geneva  Sales  at  the  beginning  of 
May  produced  some  fine  totals,  the  sale  of 
objects  of  vertu  etc,  producing  867,240  Swiss 
francs  (£121,975;  $289,400).  The  top  price  of 
27,000  S.F.  (£3,797;  $9,060)  was  for  a  gold 
rectangular  plaque  mounted  as  brooch  by 
Gaston  LafTittc,  decorated  with  openwork  enamel- 
led violets,  a  fine  piece  of  Art  Nouveau.  The  lot 
before  it,  a  brooch  by  Laliquc  in  gold  shaped  as  a 


3.  Coin  of  Ptolemy  VIII. 
Ader-Picard-Tajan,  Paris,  April  29,  1974. 
68,000  francs  (£5,939;  $14,167). 

4.  Coin  of  Septimus  Severus. 
Ader-Picard-Tajan,  Paris,  April  29,  1974. 
90,000  francs  (£7,860;  $18,750). 


6.  Votive  coronet  in  gold  from  Macedonia. 
Ader-Picard-Tajan,  Paris.  April  29,  1974. 
46,000  francs  (£4,01 7;  $9,583). 


5.  Txvo  Roman  pins. 

Ader-Picard-Tajan,  Paris.  April  29,  1974. 
3,000  francs  (£262 ;  $625) ;  5,800  francs 
(£507;  $1,208). 
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hanging  branch  of  wistaria  did  well  enough  at 
19,000  S.F.  (£2,757;  $6,577).  Showing  the  cur- 
rent boom  in  jade,  jade  and  coral  seem  to  be  the 
two  'in'  things  at  the  moment,  a  jade  cup  only 
seventeen  centimetres  high,  set  in  a  gilt  and 
jewelled  mount  and  late  nineteenth-century  In- 
dian, fetched  26,000  S.F.  (£3,657;  $8,725). 
Right  out  of  Gatsby,  a  fine  gold-mesh  evening 
bag,  richly  decorated  with  rubies  and  brilliants 
went  for  20,000  S.F.  (£2,813;  $6,711)  and  is, 
no  doubt,  now  decorating  St.  Moritz  evenings. 
Quite  an  unusual  group  of  objects,  a  selection  of 
gold  knick-knacks  given  by  the  King  of  Siam  to 
Napoleon  III  and  Empress  Eugenie  in  1 861,  ended 
up  by  making  £10,705  ($25,693)  for  the  lot. 
Jade  also  featured  well  in  the  jewellery  sale,  two 
apple  green  bangles  making  £42,253  ($100,985) 
and  a  necklace  of  fifty-one  graduated  beads  a 
remarkable  £53,521  ($127,915). 

My  favourite  gold  piece  of  the  year  was  an 
anatomical  figure  of  a  bearded  man,  possibly 
nineteenth-century  Russian,  which  Christie's  sold 
on  March  5  for  £10,500  ($25,095).  Hanging  on 


his  malachite  base,  he  looks  quite  spectacular  and 
one  would  love  to  know  who  had  him  made  lor 
what,  and  why.  Speculation  about  the  past  is  vain 
but  one  would  like  to  know  what  the  first  century 
plain  gold  vase  which  Christie's  sold  in  1965  for 
£11,550  ($27,605)  would  sell  for  now.  To  my 
mind  this  is  one  of  the  loveliest  gold  pieces  ever 
made,  a  triumph  ot  the  goldsmith's  art.  How  1 
\\  isli  th.it  I  could  dig  one  tip. 

And  here  we  must  digress  briefly.  On  June  10 
and  11,  Sotheby's  sold  the  first  section,  258  lots  of 
the  library  of  Harrison  D.  Horblit  of  Ridgfield, 
Connecticut.  This  was  A  to  C,  by  authors,  of  one 
of  the  greatest  libraries  011  science,  navigation, 
travel  ever  gathered  together  and  the  total  for  the 
two  days  was  £236,609  ($564,260).  The  plum  of 
plums  was  the  copy  ot  Copernicus'  De  Revolution- 
ibus  Orbium  Coelestium,  Nuremburg  1543,  one  of 
the  most  important  astronomical  works  ever  writ- 
ten. It  was  inscribed  by  the  dying  scientist  to  Joa- 
chim Rheticus  on  April  20,  1543.  Rheticussaw  the 
book  through  the  press  for  him  and  the  copy  bore 
his  annotations  on  the  early  pages.  Described,  with 


justifiable  pride,  by  the  auctioneers  as  the  most 
important  copy  extant,  it  sold  for  £44,000 
($105,160).  I  do  not  think  that  in  this  day  andflgc 
one  could  call  it  expensive  when  Tang  camels  are 
fetching  £10,000  more. 

Just  as  we  were  going  to  press,  Christie's  had  a 
sale  w  hic  h  must  have  brief  comment  in  this  Gold 
and  Silver  issue.  On  June  26,  the  sale  included  the 
most  famous  set  of  Elizabethan  silver-gilt  spoons 
in  existence,  the  Tichborne  Worthies.  These 
spoons,  similar  in  type  to  Apostle  spoons,  have  on 
the  finials  the  Nine  Worthies,  Queen  Elizabeth, 
St.  Peter,  and  Christ.  They  were  presented  to  Sir 
Robert  Tichborne  when  he  was  Lord  Mayor  of 
London  in  1657  and  remained  in  the  family  until 
1 91 4  when  they  were  sold  at  Christie's  for  £20,000 
($47,800).  The  1 974 price  was  £70, 000 ($167, 300). 

Guy  Manners 


7.  Eighteenth-century  cameo  of  Antinous. 
Adcr-Picard-Tajan,  Paris.  April  29,  1974. 
35,000  francs  (£3,057;  $7,292). 


10.  A  first  century  gold  vase. 
Christie's.  1965. 
£n,55o($27,6o5). 


9.  A  gold  anatomical  figure  ot  a  bearded  man. 
Christie's.  March  5,  1974. 
£10,500  ($25,095). 

8.  A  selection  of  gold  pieces  given  by  the 
King  of  Siam  to  Napoleon  III. 
Christie's,  Geneva.  April  30,  1974. 
The  lot.  £10,704  ($25,583). 
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An  Early  Victorian  Album: 
the  Hill/Adamson  Collection 

By  Colin  lord  and  Roy  Strong 
350  pages,  numerous  illustrations 
London:  Jonathan  cape 
£6.50 

Hill  and  Adamson  Photographs 

Edited  by  Graham  Ovenden 
Introduction  by  Marina  Henderson 
95  pages  and  87  illustrations 
London:  academy  editions 
£3-50 

New  York:  ST.  martin's  press 

Victorian  Photographs  of  Famous 
Men  and  Fair  Women  by 
Julia  Margaret  Cameron 

Introduction  by  Virginia  Woolf  and  Roger  Fry 

Expanded  and  revised  edition, 

edited  by  Tristram  Powell 

32  pages  text  and  44  plates 

London:  hocartii  press 

£4-95 

Collecting  and  Valuing  Old 
Photographs 

By  Peter  Castle 

176  pages,  numerous  illustrations 
London:  carnstone  press 

The  value  of  early  photographs  has  been  recog- 
nised just  in  time,  perhaps,  to  stop  people  tossing 
their  grandparents'  albums  on  to  the  bonfire.  Not 
all  such  albums  contain  examples  of  the  kind  now 
fetching  spectacular  prices  in  the  salerooms,  but 
as  records  of  vanished  townscapes,  countryside 
and  social  conditions  they  are  in  many  cases  all 
that  is  left  of  the  immediate  past,  so  quickly  and 
thoroughly  has  it  been  swept  out  of  sight.  Not 
that  the  past  is  necessarily  worth  conserving  at  all 
costs:  any  album  of  photographs  from  the  last 
century  is  a  reminder  of  the  austerity  and  decrepi- 
tude in  which  many  -  probably  most  -  people 
lived ;  of  cheerless  streets,  broken  fences,  unclear- 
ed rubble,  and  the  half-collapsing  hovels  dignified 
as  cottages.  The  camera's  eye,  unlike  the  artist's, 
does  not  eliminate  unwelcome  detail.  In  looking 
through  old  photographs,  therefore,  it  is  as  well 
to  shed  all  notions  of  the  picturesque  and  instead 
to  look  tor  the  kind  of  details  which  convey  the 
shock  of  reality. 

Looking  through  the  reproductions  of  early 
masterpieces  in  this  latest  batch  of  books,  one  is 
struck  by  the  extent  to  which  a  piercingly  con- 
vincing realism  was  achieved  by  means  of,  rather 
than  despite,  long  exposures.  Photo-journalism 
and  candid  camera  techniques  have  accustomed 
us  to  the  notion  that  realism  is  a  matter  of  in- 
stantaneous chance.  But  Hill  and  Adamson's 
earliest  portraits,  exhibited  as  early  as  1844,  were 
rightly  given  credit  not  merely  as  likenesses  but 
as  'faithful  representations  of  real  life;  they  not 
only  recall  to  the  mind  the  individuals  whose 
portraits  they  are,  but  the  observer  cannot  help 
feeling  that  he  is  in  the  presence  of  the  living, 
actual  original'.  And  this  after  the  'living,  actual 
original'  had  been  obliged  to  remain  stock-still 
for  upwards  of  two  minutes.  It  was  a  fluke  of 
chance  that  some  of  the  first  practitioners  in 
photography  were  also  among  the  greatest  geni- 


uses, and  even  in  diminished,  mechanically  repro- 
duced book  illustrations  they  assert  their  mastery. 

Colin  f  ord  and  Roy  Strong  put  the  partnership 
between  Hill  and  Adamson  in  technical  and  art- 
academic  perspective,  as  an  introduction  to  the 
National  Portrait  Gallery's  much-publicised  coup 
in  acquiring  the  three  volumes  which  had  lain 
forgotten  in  the  Royal  Academy  library  for  one 
hundred  and  twenty-four  years.  Mr.  Ford  tells  us 
that  Hill  and  Adamson  made  up  a  number  of 
such  albums  for  presentation,  or  for  sale  at  be- 
tween £40  and  £50  each  -  a  valuation  which 
makes  it  clear  they  they  thought  of  themselves  as 
serious  artists.  One  privileged  recipient  was 
Clarkson  Stanfield,  who  said:  'The  photographs 
are  indeed  most  wonderful  and  I  would  rather 
have  a  set  of  them  than  the  finest  Rembrandts  I 
ever  saw'.  Several  of  the  National  Portrait  Gal- 
lery's examples  are  duplicated  in  the  selection  by 
Graham  Ovenden,  which  nevertheless  includes 
many  of  equal  quality  and  in  rather  larger  repro- 
duction. 

Julia  Margaret  Cameron,  one  of  a  handful  who 
may  be  mentioned  in  the  same  breath  as  this 
immortal  pair,  was  also  a  great-aunt  of  Virginia 
Woolf,  who  with  Roger  Fry  shared  an  enthusi- 
asm for  her  portraiture  at  a  time  when  her  earlier 
celebrity  had  waned.  As  she  was  strictly  speaking 
an  amateur  she  is  doubly  proof  against  criticism; 
but  it  requires  something  of  an  eff  ort  to  swallow 
the  more  pretentious  set-pieces,  often  reaching 
after  the  grandiose  vagaries  of  G.  F.  Watts.  Her 
portrait  of  Carlyle  stands  out  for  its  extraordinary 
energy,  a  vibrant  image  smudged  -  and  therefore 
made  possible  -  by  the  sitter's  movement  during 
the  exposure.  Roger  Fry  particularly  liked  this 
one,  remarking  shrewdly  that  it  was  in  marked 
contrast  to  those  'instantaneous  expressions 
which  in  modern  photography  so  often  have  an 
air  of  caricature'. 

Since  Cameron  originals  are  now  rare  collec- 
tors' prizes  it  is  appropriate  that  Virginia  Woolf 
and  Roger  Fry's  selection,  augmented  by  a  few 
additional  portraits  of  equal  quality,  should  once 
again  be  in  print.  For  those  who  are  determined 
not  to  make  do  with  reproductions,  Peter  Castle's 
handbook  can  be  recommended  for  its  know- 
ledgeable text  (he  looks  after  the  photographic 
collection  at  the  Victoria  and  Albert  Museum) 
and  for  the  intriguing  examples  with  which  he 
has  illustrated  it.  Many  of  these  arc  by  unnamed 
or  unknown  photographers,  which  is  just  the 
sort  of  encouragement  a  collector  needs. 

DENIS  THOMAS 


Richard  Dadd 

By  Patricia  Allderidge 

112  pages,  105  illustrations, 

15  colour  plates 

London:  academy  editions 

After  researching  Richard  I  )add  tor  several  years, 
Patricia  Allderidgc,  who  is  Archivist  to  Bethlem 
Hospital,  organised  the  recent  Tate  show  of  the 
artist's  paintings.  This  book  is  a  simplified  account 
of  the  material  which  she  presented  in  her  com- 
prehensive catalogue.  Its  primary  interest  is  that 
it  allows  Allderidgc  to  state  her  own  position  on 
Dadd  with  some  clarity.  Firstly,  she  must  be 
credited  with  making  a  thorough  and  meticulous 
contribution  to  the  biographical  facts  about 
Dadd's  life,  and  the  whereabouts  of  many  of  his 
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pictures.  Last  year,  David  Greysmith  published  a 
book  on  Dadd  which,  in  these  respects,  was 
'wild',  riddled  with  errors  and  omissions.  Allde- 
ridge  has  greater  concern  for  accuracy,  and  her 
detective  work  brought  to  light  several  significant 
and  little  known  paintings. 

However,  her  analysis  of  her  material  is  in- 
adequate. Dadd  was,  of  course,  a  parricide  who 
spent  his  life  from  the  age  of  twenty-seven  on- 
wards in  hospitals  for  the  criminally  insane.  Grey- 
smith's  text  erred  partly  because  it  relied  on  a 
simplistic  diagnosis  of  Dadd's  condition  as  'schizo- 
phrenic'. He  used  this  dubious  label  to  'explain' 
the  artist's  symptoms  and  his  stylistic  devices. 
However,  for  all  its  weaknesses,  Grcysmith's 
book  at  least  attempted  to  inter-relate  the  life  and 
art  of  his  subject,  failing  only  because  he  knew 
little  about  the  nature  and  limitations  of  the 
psychological  concepts  he  was  employing.  AU- 
deridgc,  however,  wants  to  keep  Dadd's  life  and 
his  art  as  far  apart  as  she  can.  She  wishes  us  to  see 
Dadd  as  a  potentially  brilliant  artist,  whose  life- 
was  unfortunately  disrupted  by  the  sudden  ap- 
pearance of 'insanity',  which  she  docs  not  regard 
as  in  any  way  reflecting  his  experience  of  being  in 
the  world.  In  her  view,  Dadd's  'illness'  had  rela- 
tively little  direct  effect  on  his  work.  All  her 
judgements  are  calculated  to  prevent  us  from 
relating  Dadd's  paintings  in  any  direct  way  with 
his  conflicts  -  but,  in  fact,  the  relationship  is  even 
more  direct  and  explicit  than  one  might  expect. 

Dadd's  work  has  little  or  no  historical  rele- 
vance. As  Allderidge  herself  writes,  'more  than 
any  other  painter  he  stands  alone  as  an  isolated 
phenomenon,  working  almost  outside  time  itself. 
If  his  art  is,  in  a  certain  sense,  historical,  the 
question  for  the  critic  or  the  historian  becomes, 
'In  what  context  do  I  situate  it  in  order  to  write 
about  it'?  Allderidge  solves  this  to  her  own 
satisfaction  by  adopting  a  formalist  approach. 
Thus  she  states,  'The  small  self-contained  world 
which  he  creates  has  all  the  formal  elegance  of  a 
sonnet,  its  beauty  expressed  through  internal  har- 
monies and  rhythms,  refined  and  purified  by  the 
restrictions  within  which  it  is  deliberately  con- 
fined'. This  is  mystification.  Dadd's  'small  self- 
contained  world'  was  not  created  to  provide 
'formal  elegance'  for  aesthetes.  It  was  initially 
designed  as  an  attempt  to  defend  against  his  own 
violent  internal  impulses;  it  later  broke  down 
allowing  them  murderous  expression ;  and  finally 
reconstituted  itself  in  an  attempt  at  reparation. 
His  paintings  document  this  process,  and  the 
terrifying  feelings  of  persecution  which  accom- 
panied it,  vividly.  Whether  we  choose  to  admit  it 
or  not,  this  rather  than  'internal  harmonies'  gives 
his  work  its  significance  for  us  as  viewers.  Alldc- 
ridge's  separation  of  his  life  and  his  painting  is 
misguided,  and  leads  her  to  unacceptable  con- 
clusions. I  find  it  extraordinary  that  she  is  pre- 
pared to  come  away  from  Dadd's  images  think- 
ing, 'With  obvious  exceptions,  the  lasting  im- 
pression is,  surprisingly,  of  a  gentle  spirit  at 
work',  and  calling  that  menacing,  obsessive  paint- 
ing, The  Fairy-Feller's  Master-stroke ,  'an  entertain- 
ing, even  playful  picture'.  Such  comments  both 
serve  to  devalue  Dadd's  experience,  and  indicate 
a  contrived  insensitivity  towards  the  reality  of  his 
condition. 

The  theme  of  parricide  is  apparent  in  Dadd's 
work  before  the  crime,  and  after  it.  He  returns  to 
the  subject  again,  and  again  and  again.  Similarly, 
he  is  obsessed  by  the  distinction  between  internal 
and  external  reality  -  and  he  employs  a  symbol- 
ism which  is  so  transparent  that  it  is  simply 


perverse  on  Allderidge's  part  to  ignore  it.  In  her 
analysis  of  The  Child's  Problem:  A  Fancy  Sketch, 
she  lists  all  the  elements  of  the  picture,  calls  them, 
'matters  for  endless  speculation',  and  concludes, 
'Fortunately,  tor  peace  of  mind  it  is  always  possi- 
ble to  be  distracted  by  the  exquisite  drawing  of 
some  of  the  details'.  Ironically,  she  forgets  that 
Dadd  knew  no  'peace  of  mind'  himself;  she  is 
'distracted'  from  this  central  tact  rather  too  often 
by  abstractions  such  as  'exquisite  drawing'.  In 
this  case,  as  elsewhere,  it  entirely  prevents  her 
from  understanding  one  of  the  key  paintings 
which  Dadd  produced  (see  The  Connoisseur,  July 
1974)- 

Yet  another  book  on  Dadd  is  being  produced 
by  Peter  Jones.  He  is  apparently  much  interested 
in  astrology  and  demoniacal  possession.  Are  we 
to  anticipate  a  text  as  lacking  in  thorough,  mater- 
ial analysis  as  the  last  two?  Meanwhile  it  would 
be  interesting  to  know  how  many  of  the  growing 
army  of  authors  on  Dadd  feel  that  they  were  first 
attracted  to  the  subject  by  the  'purity  and  beauty' 
which  Allderidge  attributes  to  him,  and  how 
many  readily  admit  that  what  makes  him  interest- 
ing is  the  fact  of  his  parricide,  and  his  ability  to 
depict  the  psychological  processes  which  sur- 
rounded it  visually. 

PETER  FULLER 

John  Harden  of  Brathay  Hall, 
1772-1847 

By  I  )aphne  Foskett 

66  pages  text,  109  illustrations, 

5  colour  plates  and  1  map 

Kendal,  Cumbria:  abbot  mm  i  aim  gallery 

£4- 50 

Until  recently,  only  a  relative  handful  of  people 
knew  ot  John  Harden  and  lewer  still  had  enjoyed 
the  privilege  ot  looking  through  his  diaries  and 
sketchbooks,  which  his  descendants  have  cared 
for  and  kept  together  as  family  treasures.  Apart 
f  rom  isolated  examples  in  galleries  and  museums, 
and  a  larger  number  in  the  National  Library  of 
Sc.  i  id. mil,  John  I  larden's  watcrcolours  were  virtu- 
ally unknown  to  the  outside  world.  Lately,  how- 
ever, thanks  to  a  bequest  by  his  great-grandson  to 
the  Abbot  Hall  Gallery,  some  three  hundred  of 
them  have  found  a  permanent  home  where  (lies 
can  be  studied  and  enjoyed  by  visitors  to  the  Lake- 
District,  where  the  Hardens  lived  from  1804. 
I  >aphne  Foskett  has  now  written  the  first  mono- 
graph ofjohn  Harden,  drawing  widely  on  his  and 
his  wife  Jessy's  journals,  with  a  generous  selection 
of  illustrations  which  show  him  as  a  delightful 
and  highly  accomplished  watcrcolour  artist. 

I  le  emerges  as  a  thoroughly  likeable  and  happy 
man,  leading  a  gentlemanly  existence  amid  some 
of  the  most  beautiful  scenery  in  England,  visited 
by  many  of  the  leading  poets  and  painters  of  the 
time,  and  as  a  perceptive  commentator  in  both 
words  and  pictures.  Like  many  another  English 
amateur  artist  he  appears  to  have  had  no  instruc- 
tion, but  to  have  learned  from  the  examples  of 
professional  painters  whose  work  he  saw  in 
London  or  Edinburgh,  at  the  same  time  sharpen- 
ing his  eye  and  judgement  in  conversations  with 
the  likes  of  William  Havcll,  Hugh  'Grecian' 
Williams,  Julius  Caesar  Ibbetson  and  not  least 
John  Constable,  who  stayed  with  him  on  his  first 
and  only  visit  to  the  Lake  District  in  1806.  'A 
genteel,  handsome  youth',  Harden  noted  of 
Constable,  adding:  'He  is  a  clever  young  man  but 
I  think  he  paints  rather  too  much  for  effect'. 


Thomas  Uwins  ra  wrote  from  Naples  in  1830 
that  'gentlemen  painters  rise  up  at  every  step  and 
go  nigh  to  push  us  off  our  stools.  Here  [is]  my  «4d 
friend  Harden  of  Brathay,  whose  good  taste  and 
genuine  feeling  enables  him  to  do  beautiful  things 
without  parade  or  pretension'.  That  is  a  fair  sum- 
ming up  of  Harden's  talent:  a  clear,  undemonstra- 
tive manner  which  leaves  an  impression  of  ease 
because  the  artist's  intentions  remain  always  with- 
in his  resources.  Four  landscape  subjects  repro- 
duced in  colour  suggest  the  spontaneity  ot  an 
artist  working  purely  for  pleasure,  which  is  the 
mark  of  the  true  amateur.  The  figure  studies  and 
busy,  domestic  groups,  reproduced  in  black  and 
white,  are  both  vivacious  and  rich  in  detail.  Mrs. 
Foskett  draws  attention  to  the  Hepplewhite  and 
Sheraton  tables  and  chairs,  the  Canterbury's,  small 
work  tables,  sofas  and  side  tables,  a  clavichord, 
harpsichord,  spinning  wheel,  piano  and  harp,  and 
to  the  animation  of  the  figures,  sometimes  drawn 
with  a  touch  of  amusement  or  caricature. 

Among  these  studies  arc  two  representations  of 
Constable,  at  a  makeshift  easel  -  an  upright  chair 
-  and  in  a  group  seated  round  the  piano,  a 
drawing  which  Mrs.  Foskett  roundly  prefers  to 
Constable's  version  of  the  same  subject  in  the 
British  Museum.  Other  subjects  illustrated  in- 
clude many  of  Lakeland  locations  in  addition  to 
ones  in  Ireland  (Harden's  birthplace),  Scotland, 
Wales,  the  West  Country  and  on  the  Grand  Tour. 
It  was  on  the  way  home  via  Bordeaux  that  the 
1  lardens  found  themselves  travelling  companions 
of  Tennyson  and  Hallam,  an  encounter  which 
Harden  recorded  in  a  couple  of  quick,  clever 
sketches:  the  ladies  in  their  poke  bonnets,  the 
men  lounging  on  the  deck  at  their  feet.  It  seems 
typical  of  Harden  that  he  should  take  out  his 
sketchbook  with  the  eagerness  of  a  package 
tourist  unzipping  his  Instamatic. 

Mrs.  Foskett  quotes  a  passage  from  another 
diarist,  I  lent)  Crabb  Robinson,  w  ho  also  met  the 

John  FIarden. 
John  Constable,  1806, 
4|  x  4  inches. 
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John  Harden. 
Geneva,  c.  1829, 
5x7  inches. 

I  [ardens  on  their  Grand  Tour,  at  Rome  in  1829. 
'On  the  road  1  fell  in  with  an  agreeable  famil) 
who  I  learnt  to  be  from  Westmoreland,  and  hear- 
ing they  were  intimate  with  the  Wordsworths  I 
introduced  myself.  .  .  Not  people  of  literature  or 
acquirements,  but  they  form  a  model  for  our 
English  gentry :  the  girls  handsome  and  lively,  the 
mother  full  of  plain  sense,  the  father  well-bred 
and  hospitable.'  They  are  surely  destined  to  win 
many  more  friends  and  admirers  through  Mrs. 
Foskett's  book  and  the  unique  collection  of  John 
Harden's  drawings  now  to  be  seen  in  Kendal. 

DENIS  THOMAS 


Jusepe  de  Ribera 
Prints  and  Drawings 

By  Jonathan  Brown 

223  pages,  65  illustrations 

Princeton:  Princeton  university  press 

£8.00 

Jonathan  Brown's  Jusepe  de  Ribera:  Prints  and 
Drawings  was  written  to  accompany  an  exhibi- 
tion ot  Ribera  prints  and  drawings  held  at 
Harvard  and  Princeton  University  museums  in 
!973-  The  exhibition  was  designed  to  introduce 
to  a  wider  public  these  little-known  areas  of  the 
Spanish  painter's  work;  Jonathan  Brown's  book  is 
the  result  of  the  scholarly  research  on  which  it  was 
based.  The  volume  contains  a  catalogue  raisonne 
of  Ribera 's  prints,  prefaced  by  an  essay  which 
discusses  the  development  of  his  etching  tech- 
nique, the  relationship  of  the  prints  to  the  paint- 
ings, and  their  influence  on  contemporary 
painters.  The  second  half  of  the  book  is  devoted  to 
drawings.  Thirty-eight  drawings  (approximately 
a  third  of  his  known  oeuvre)  are  catalogued  and 
arc  carefully  chosen  to  illustrate  both  stylistic 
development  and  the  variety  of  Ribcra's  use  of 
this  medium;  the  introductory  essay  analyses  111 
detail  Ribcra's  development  as  a  draughtsman. 
Ribera  (1591?-! 652)  left  his  native  Spain  while 


still  young;  by  1616  he  had  settled  in  Naples  and 
remained  there  until  his  death.  He  is  usually 
thought  of  as  a  Caravvagcsque  painter,  the  earthy 
sensuality  and  theatrical  violence  of  whose  paint- 
ings perfectly  satisfied  the  taste  of  Spanish  Naples. 

The  etchings  form  a  very  small  part  of  his 
work;  they  have  not  before  been  comprehensive- 
ly catalogued  and  Jonathan  Brown's  catalogue,  in 
which  he  attributes  sixteen  prints  to  Ribera,  will 
become  the  standard  reference  work.  In  it  he 
expands  our  knowledge  of  states  and  copies, 
convincingly  rejects  three  prints  attributed  to 
Ribera  by  Bartsch,  and  adds  a  hitherto  unknown 
small  etching  of  St.  Bernardino  of  Siena  (Paris, 
Bibliothequc  Nationalc). 

The  discussion  of  Ribcra's  etching  technique  is 
rather  laboured  -  the  effects  described  are  easy  to 
see,  but  hard  to  read  about  -  and  the  significance 
of  this  small  output  both  to  the  history  of  etching 
and  to  Ribera's  own  career  is  perhaps  somewhat 
overstresscd.  The  most  interesting  part  of  the 
essay  is  the  discussion  of  how  Ribera  often  intro- 
duced a  visual  idea  in  his  prints,  and  then  in  later 
paintings  returned  to  it  and  produced  a  scries  of 
fascinating  variations  on  the  theme.  The  author 
concludes  by  showing  how  several  major  scicento 
artists  based  compositions  on  Ribera's  etching: 
several  of  his  examples  are  illuminating,  but  his 
claim  that  Salvator  Rosa's  Deniocritns  (Copen- 
hagen, Statens  Museum  for  Kunst)  is  indebted  to 
Ribcra's  Poet,  is  unconvincing;  a  mention  of 
Rosa's  St.  Jerome  (Fabriano),  directly  based  on 
Ribera's  etched  St.  Jerome  of  1621,  would  have 
been  more  relevant. 

The  drawings  of  Ribera  have  been  less  well 
studied  than  the  prints  and  this  is  the  more 
interesting  section  of  the  book.  Until  recently 
very  few  were  widely  known;  the  late  Walter 
Vitzthum,  in  the  catalogue  of  an  exhibition  held 
at  the  Uffizi  in  1967,  Cento  Disegni  Napolentani, 
first  attributed  .1  nucleus  of  works  to  Ribera  and 
suggested  a  chronology.  Vitzthum  profited  from 
the  researches  of  Michael  Mahoney,  who  in  an 
unpublished  catalogue  of  the  drawings  of  Salvator 
Rosa,  attributed  to  Ribera  many  drawings  which 
had  become  confused  with  those  of  Rosa. 

The  catalogue  is  built  on  the  researches  of 


Vitzthum,  although  the  larger  number  of  draw- 
ings now  known  enable  the  author  convincingly 
to  adjust  aspects  of  Vitzthum's  chronology.  In  the 
introductory  essay  he  discusses  the  development 
of  Ribcra's  style.  Particularly  interesting  are  a 
group  of  red  chalk  drawings  which  date  from  the 
1620s;  these  arc  grouped  around  the  beautiful  and 
restrained  St.  Albert  of  1626  (British  Museum) 
and  the  high  finish,  firm  outline  and  soft  model- 
ling reveal  that  Ribera's  art  was  more  deeply 
rooted  in  the  tradition  of  Raphael  than  we  might 
expect.  His  pen  and  ink  style  of  this  period  is  taut 
and  economical;  highly  finished  drawings  of  the 
early  1620s  are  succeeded  by  an  increasingly 
abstract  style,  in  which  the  swift,  almost  violent 
line  creates  stylised  images  that  show  little  concern 
for  detail.  In  the  1630s  this  energetic  style  is 
tempered  by  a  new  concern  for  elegance  and 
restraint;  the  short  thin  strokes  of  the  pen  have  a 
new  delicacy  and  there  is  more  interest  in  the 
colouristic  effects  of  wash.  This  delicacy  reaches  a 
climax  in  the  late  1630s;  from  this  period  date 
Ribera's  most  original  and  abstract  drawings,  in 
which  he  creates  scarcely  legible  images  out  of  a 
series  of  short  and  curving  flicks  of  the  pen  that 
are  extraordinarily  free  and  nervous.  The  draw- 
ings from  the  period  after  1640  are  less  abstract 
and  some  of  them  take  on  the  tremulous  quality 
that  we  associate  with  old  age. 

Each  of  the  drawings  is  illustrated;  the  high 
quality  illustrations  are  arranged  in  chronological 
order  and  make  it  easy  to  follow  Jonathan 
Brown's  argument. 

The  author  is  at  pains  to  dismiss  the  traditional 
view  of  Ribera  as  a  painter  of  the  violent  and 
macabre,  a  theory  that  would  need  expanding 
before  being  entirely  convincing.  The  plates  do 
however  reveal  that  in  the  drawings  Ribera  en- 
dows his  favourite  tortured  figures  -  Prometheus, 
St.  Albert  and  St.  Sebastian  -  with  a  quality  of 
grace  that  is  absent  in  the  dark  and  suffering  world 
of  the  paintings;  this  quality,  and  the  witty 
vivacity  of  such  genre  drawings  as  the  Acrobats  on 
a  Loose  Wire  (Madrid,  Real  Accadcmia  de  Bellas 
Artcs)  suggest  new  facets  of  Ribera's  talent  that 
make  this  a  most  rewarding  book. 

HELEN  LANGDON 
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The  Litest,  and  eighth,  volume  in  'The  Appreciation  of  the  Arts'  scries  is  L.  R.  Rogers' 
Relief  Sculpture  (229  pages,  numerous  illustrations;  London:  Oxford  University  Press, 
£5.75).  Illustrated  here  is  The  Death  of  Christ  by  G.  Manzu,  from  the  Door  of  Death, 
St.  Peter's,  the  Vatican,  1964. 
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TEMPLE  OF  ICONS 

Any  exhibition  which  insists  that  the  future  will 
see  it  as  historically  comparable  to  the  1889 
Impressionist  exhibition  in  London,  makes  large 
claims.  Yet  it  was  in  these  terms  that  The  Temple 
Gallery  (4  Yeomans  Row,  Brompton  Road,  SW3) 
publicised  their  last  show  'Masterpieces  of  Byzan- 
tine and  Russian  Icon  Painting,  1 2th- 1 6th 
Century'.  The  fully  illustrated  catalogue  has  a 
lengthy  introduction  that  continues  this  gallery's 
long  campaign  to  obtain,  for  the  icon,  worthy 
recognition  and  appreciation.  Unfortunately  the 
writer's  sentiments  and  manner  of  expressing 
them  are  not  as  clear  or  as  convincing  as  they 
might  have  been:  though  they  will  undoubtedly 
appeal  to  the  already  converted.  But  scholars  and 
gallery  directors  are  made  of  sterner  stuff  and  if 
their  neglect  of  icons  is  to  be  overcome,  then 
something  on  rather  different  lines,  and  .much 
more  closely  argued,  will  be  necessary  before  their 
re-education  can  be  got  under  way.  Certainly,  it 
is  not  helpful,  to  work  wholly  from  the  outward 
appearance  of  icons,  for  much  of  their  interest 
lies  in  the  fact,  that  they  are  not  so  much  an  aid  to 
meditation  as  part  of  the  meditation  itself. 

THE  OXFORD  ALMANACKS 
In  conjunction  with  the  exhibition  at  the 
Ashmolcan  Museum  in  Oxford,  the  Clarendon 
Press  has  published  a  fully  illustrated  catalogue  of 
The  Oxford  Almanacks.  These  almanacks  are  of 
special  interest,  having  both  calendars  and 
illustrations  which  have  been  published  annually 
except  for  one  year  by  the  University  Press  for 
three  hundred  years,  and  have  all  been  designed 
by  Members  of  the  University.  Only  a  few  of  the 
calendars  arc  illustrated,  (probably  because  of 
their  reproduction  size),  but  there  is  a  detailed 
account  of  the  enormous,  and  also  unexpected, 
amount  of  information  found  in  them.  However, 
all  the  headings  arc  illustrated,  and  it  is  interesting 
to  see  how  the  design  for  them  developed  from 
being  allegorical,  to  topographical  in  1716,  with 
a  design  for  the  Radclirfe  Library.  From  then  on, 
they  show  the  history  and  development  of 
Oxford,  both  as  a  university  and  as  a  town.  The 
headings  have  been  taken  from  paintings  by  such 
artists  as  J.  M.  W.  Turner,  Peter  Dc  Wint,  Thomas 
Rowlandson,  and  more  recently  Sir  Muirhead 
Bone  and  John  Piper.  The  catalogue  also  gives  an 
interesting  account  of  the  development  of  en- 
graving the  almanacks,  explaining  when  and  why 
different  methods  were  used,  from  copper  plates, 
used  for  the  first  one  hundred  and  fifty  years, 
through  the  discovery  of  reproduction  of  plates 
photographically,  and  up  to  collotype  and  offset 
lithography  as  used  today. 

Written  by  Helen  Mary  Petter,  the  catalogue 
reflects  extensive  research,  and  with  its  concise 
description  of  each  almanack,  it  must  be  the  first 
time  all  the  almanacks  have  been  catalogued  and 
illustrated  together.  It  is  sold  in  paperback  for 
£3.50  or  hardback  for  £10.00.  and  can  be 
obtained  from  The  Ashmolcan  Museum,  Oxford. 

S.B. 

MASONS  OF  LANE  DELPH 
Guy  Manners  writes :  At  the  Stoke-on-Trent  City 
Museum  and  Art  Gallery  from  May  18  until  June 
29  was  the  first  ever  exhibition  of  the  porcelain 
and  stoneware  of  Miles  Mason  and  the  early 
Ironstone  of  Charles  James  Mason  who  patented 
it.  The  period  covered  was  from  1796  when 
Mason  set  up  his  factory  at  Lane  Delph  at  Fenton 
until  1848  when  Charles  James  went  bankrupt, 


truly  a  terminal  date.  The  exhibition  was  con- 
ceived  and  arranged  by  Reginald  Haggar,  the 
Potteries  most  famous  present-day  painter,  a 
ceramic  designer  of  note  and  a  historian  whose 
1952  book,  The  Masons  of  Lane  Delph  was  the 
pioneering  work  on  the  family.  The  pieces  were 
selected  from  the  factory's  own  collection,  from 
the  Museum,  but  in  the  main  from  the  members 
of  the  Masons  Collectors  Club,  an  international 
society  which  was  founded  some  two  years  ago. 

Some  of  the  most  fascinating  pieces  came  from 
the  collections  of  the  Ravens  who  are  the  direct 
descendants  of  Miles  Mason  and  the  Chairman  of 
the  Club,  Raymond  Young  and  his  wife.  Mr. 
Haggar's  own  collection  also  yielded  some  trea- 
sures. To  most  people,  Masons  are  inextricably 
linked  with  Patent  Ironstone,  that  they  find  it 
hard  to  think  of  them  as  manufacturers  of  porce- 
lain at  all.  In  fact  the  range  of  work  Miles  Mason 
produced  was  extremely  wide,  and  now  that 
David  Holgate  has  gone  a  long  way  towards 
clearing  up  the  confusion  with  New  Hall,  some 
of  the  problems  of  identity  have  gone.  Even  so 
one  exhibit,  No.  34,  some  pieces  from  a  marked 
service  bore  the  catalogue  note,  'The  pattern 
occurs  on  Minton,  Spode,  New  Hall  and  other 
unidentified  porcelains'.  Certainly  the  most 
striking  and  to  many  people  the  finest  pieces  on 
show  were  two  dessert  dishes  (No.  30),  in  a  well- 
known  factory  shape  painted  in  maroon  with 
animals,  a  stag  and  a  greyhound  of  enormous 
simplicity  and  force.  These  from  John  Raven's 
own  collection  were  very  different  to  the  rather 
fussy  designs  of  many  other  pieces.  Some  pieces 
were  those  said  to  be  painted  by  Billingsly  at 
Mansfield,  including  three  pieces  with  roses  so 
pale  that  must  almost  certainly  have  been  over- 
fired.  There  were  some  fine  pieces  of  various 
services  with  bat-prints  of  both  landscape  and 
classical  motifs,  one  having  a  border  which  was 
almost  exactly  similar  to  one  designed  by  Ravil- 
ious  for  Wedgwood  though  I  do  not  think  that 
he  can  ever  have  seen  the  Mason  dishes. 

The  display  of  Ironstone,  in  addition  to  a  fine 
show  what  might  be  called  the  conventional 
shapes  and  highly-coloured  oriental  patterns  had 
superb  exhibition  pieces.  A  garniture  of  five 
Chinese  vases,  and  a  vast  jug  in  a  Meissen  pattern 
magnificently  painted  with  a  scene  from  Byron's 
The  Corsair  and  with  golden  putti  swarming 
about  all  over  it,  struck  me  as  being  slightly  later 
than  1848  but  maybe  not.  The  famous  fireplaces 
could  only  be  shown  by  a  factory  model  which 
has  not  the  overpowering  effect  of  the  real  thing. 
The  stoneware  impressed  jugs  too,  are  not  a  thing 
one  usually  associates  with  the  factory  but  at  least, 
unlike  so  many  of  their  rivals,  they  marked  them. 
The  tragedy  is  that  no  illustrated  catalogue  was 
possible. 


What,  it  might  be  asked,  has  the  Lomellini 
ewer  and  basin  in  common  with  Peter  Rabbit, 
the  Virgin  Queen,  and  Lord  and  Lady 
Clapham?  Answer,  that  most  fascinating  of 
institutions,  the  Victoria  and  Albert  Museum. 
The  silver  ewer  and  basin  were  made  in  Genoa 
in  1621-22 ;  their  purchase  plus  that  of  a  set  of 
five  miniatures  (including  one  of  Queen 
Elizabeth  I)  by  Nicholas  Hilliard  have  already 
exhausted  the  V.  and  A's  purchase  grant  for 
this  year.  (The  late  Leslie  Linder's  collection  of 
Beatrix  Potter  sketchbooks  and  manuscripts 
has  been  left  to  the  museum  under  the  terms 


313 


h 
I" 
f 


of  his  will.)  And  now.  in  that  inconvenient  and 
inopportune  way  that  seems  inevitable  under 
modern  art  market  conditions,  Lord  and  Lady 
Clapham  are  in  danger  of  export.  Nothing  so 
extraordinary  in  that,  you  might  say;  many 
people  nowadays  arc  forced  to  live  abroad  to 
escape  the  heavy  taxes  that  would  prevent  them 
from  living  here  anyhow.  But  these  two  are 
different,  they  are  a  pair  of  late  17th-century 
English  dolls,  probably  the  finest  of  their  kind 
with  a  complete  and  unique  wardrobe  of  clothes; 
even  the  armchairs  in  which  they  sit  arc  original. 
They  were  sold  at  Sotheby's  for  £  16,000: 
which  sum  is  now  needed  to  retain  them  in 
the  national  care.  All  donations  should  be 
sent  to  The  Director,  Victoria  and  Albert 
Museum,  South  Kensington,  London  SW7  2RL. 


Nothing  seems  able  to  stop  the  progress  of  the 
silversmith  Christopher  Lawrence.  Already 
personally  the  winner  for  three  years  in 
succession  (the  maximum  allowed)  of  the  Jacques 
Cartier  Award  for  the  Craftsman  of  the  Year, 
the  Award  last  year  was  made  to  one  of  his 
craftsmen  N.  V.  Bassant,  and  this  year  again  to 
.in'  ither  M.  L.  Winter  -  for  the  astonishing 
Golden  Pumpkin.  This  extraordinary  piece,  a 
designer's  fantasy,  is  made  in  18  carat  gold 
studded  with  diamonds  and  sapphires  and  takes 
the  form  of  three  caskets  fitting  one  inside  the 
( ither,  .ill  hilling  a  delightful  and  elegant  little 
perfume  bottle.  ( Ihristopher  Lawrence  has  his 
workshop  in  Essex;  in  London  his  work  can 
always  be  seen  at  the  Galeriejean  Renet,  Old 
Bond  Street,  where  a  pair  of'masculine'  and 
'feminine'  Court  Cups,  in  limited  edition,  is 
currently  on  show. 

To  try  and  find  a  piece  of  silver  to  represent  the 
quality  and  general  standard  of  the  London  art 
market  is  no  eas\  task.  Flic  Queen  Anne  cup  (left) 
proved  a  happy  discovery,  with  its  fascinating 
'double-dolphin'  handles  and  exceptional 
cut-card  work  round  the  base  of  the  bowl. 
Made  by  John  Leach,  London,  1702  it  has  a 
cypher  within  a  many-scrolled  cartouche  on 
1  me  of  its  sides.  The  other  is  engraved  with  the 
White  Horse  of  Hanover  surrounded  by  a 
charming  and  rather  mannered  inscription  : 
'The  Gift  of  his  Royal)  Higness  George  Duke 
of  Zell  at  Loo  1702'.  The  Duke  was  uncle  of 
King  George  the  First  and  a  friend  of 
William  of  Orange  who  preceded  the  latter 
on  the  English  throne  as  William  the  Third. 
It  was  at  the  Duke's  palace  at  Loo  that  he  and 
his  sister-in-law,  the  Electress  Sophia 
grand-daughter  of  King  James  the  First, 
persuaded  William  that  young  George  should 
become  heir  to  the  English  throne  in  the  event 
of  Queen  Anne  being  childless.  A 
complicated  story  for  a  relatively  small  piece 
of  silver  however  fine.  It  is  from  the  stock  of 
D.  S.  Lavender,  63  South  Molton  Street,  wi. 
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Few  things  could  have  looked  less  promising  than 
!  the  remains  of  the  16th-century  Titchfield  market 
hall  when  they  were  first  acquired  by  The  Open 
Air  Museum  at  Singleton  near  Chichester  in 
Sussex.  In  the  last  tew  years  the  museum  has 
gamed  so  much  experience  in  the  reconstruction 
of  ancient  timber-framed  buildings,  that  11 
proved  possible  10  restore  tins  rare  market  hall  to 
something  very  near  its  original  appearance:  a 
small  covered  market  with  a  meeting  chamber 
over.  But  for  the  expertise  now  possessed  In 
those  concerned  with  the  Open  Air  Museum  this 
ancient  building  w  ould  as  likeK  as  not  have  been 
burned  or  hulldo/cd  to  the  ground. 


Whatever  may  have  been  the  real  reason  that 
brought  Josiah  Wedgwood,  potter,  into  contact 
with  George  Stubbs,  painter,  the  results  of  this 
extraordinary  partnership  can  now  be  seen  to  be 
justly  worthy  of  a  special  exhibition  at  the  Tate 
Gallery  (until  August  15).  Certainly  now,  and  in 
retrospect,  it  seems  right  that  two  such  keen 
experimenters  with  strong  minds  and 
independent  wills  should  collaborate  in  working 
out  the  possibilities  of  an  artist  using  the  unique 
qualities  ot  enamel  fired  onto  fine  earthenware. 
Hitherto,  and  perhaps  subsequently,  painted 
enamel  work  of  the  kind  produced  by  Stubbs  and 
Wedgwood  seldom  rose  much  above  the  level  of 
a  decorative  art.  But  in  the  hands  of  a  master  so 
determined  as  Stubbs  there  can  be  no  doubt  of 
the  real  quality  of  much  of  what  he  produced  in 
this  medium.  (For  instance  the  portraits  of  Josiah 
Wedgwood  and  his  wife  Sarah,  illustrated  left.) 
Apart  from  the  paintings  there  is  a  section 
devoted  to  the  plaques  elegantly  modelled  in  relief 
by  Stubbs  for  Wedgwood.  The  catalogue  is  of  the 
usual  high  quality  we  have  now  come  to  expect 
from  the  Tate  Gallery  Publications  Department ; 
it  contains  two  interesting  essays,  one  by  Basil 
Taylor  on  Stubbs  and  the  Art  of  Fainted  Enamel, 
and  the  other  by  Bruce  Tattersall,  Curator  of  the 
Wedgwood  Museum,  who  has  been  able  to  draw 
on  the  rich,  unpublished  material  of  its  archives 
and  records. 


A  generation  or  two  ago,  starry-eyed  collectors 
and  hopeful  dealers  were  in  the  habit  of 
attributing  the  finest  of  late  17th-century 
English  bookbindings  to  Samuel  Mearne 
Royal  bookbinder  u  >  King  t  'harles  the  Set  <  >nd. 
Then,  as  is  the  way,  serious  doubt  was  cast  on 
Mearne's  importance  and  even  on  his 
capabilities  as  a  working  bookbinder:  perhaps 
he  was  just  a  kind  of  entrepreneur?  But  again, 
as  is  always  the  way,  others  began  to  doubt 
these  doubts.  Now  after  many  years  of  patient 
research  by  Mr.  Howard  Nixon  the  reputation 
of  Samuel  Mearne  looks  properly  secure  as 
indeed  the  greatest  of  the  bookbinders  of  his 
day.  Mr.  Nixon  is  Deputy  Keeper  in  charge  of 
antiquarian  books  at  the  British  Library  and 
has  chosen  to  celebrate  his  forthcoming 
retirement  (and  subsequent  translation  to  the 
Library  at  Westminster  Abbey)  with  a  gorgeous 
exhibition  of  English  Restoration  Bookbindings. 
In  all  there  are  one  hundred  and  twenty-six 
bindings  on  show  mainly  from  the  Library's 
own  collections  supplemented  by  some  outside 
loans  and  the  superb  collection  ot  Mr.  Henry 
Davis.  A  number  of  interesting  things  are  given 
point  by  this  exhibition.  First  that  Samuel 
Mearne  really  was  the  giant  of  his  day  when 
his  work  is  compared  tor  quantity  and 
consistent  quality  with  that  of  his  peers.  Second 
that  many  of  his  fellow  bookbinders  were  very 
fine  craftsmen  in  their  own  right;  Mr.  Nixon's 
meticulous  scholarship  has  made  possible  the 
distinction  between  the  work  of  such  as  the 
Spaniel  Binder  (synonymous,  sadly,  with  the 
Butterrly-with-three-largc-spots-on-cach-wing 
Binder)  and  the  Small  Carnation  Binder,  as 
well  as  codifying  the  work  of  Alexander  Cleeve 
of  London  and  Roger  Bartlctt  of  Oxford. 
And  third,  perhaps  most  interesting  ot  all,  Mr. 
Nixon  has  found  evidence  of  Samuel  Mearne's 
own  apprenticeship  to  a  bookbinder, 
Jeremy  Arnold,  thus  disposing  once  and  for  all 
of  the  canard  that  he  had  no  personal  skill  111 
the  craft.  In  addition  the  names  of  two  of 
Mearne's  own  workmen  have  survived,  first 
Mr.  Suckerman  described  by  a  contemporary 
as  'perhaps  one  of  the  best  workmen  that  ever 
took  tool  in  hands'  and  Richard  Bailey  'bred 
under  the  tuition  ot  Suckerman  at  Mr.  MerneY. 
The  exhibition  is  open  until  the  end  ot  August 
in  the  King's  Library  of  the  British  Museum  , 
there  is  a  very  fine  illustrated  and  annotated 
catalogue. 
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Having  been  received  with  such  disapproval  at  its 
premiere  in  Paris  in  191 7,  it  was  an  adventurous 
decision  of  the  London  Festival  Ballet  to  restagc 
the  production  ot  Parade.  With  the  combination 
of  designs  by  Picasso,  choreography  by  Massinc 
and  music  by  Satie,  it  is  understandable  that  the 
resulting  creation  would  be  far  in  advance  of  its 
time,  and  consequently  incomprehensible  to  its 
contemporaries.  The  whole  conception  of  a  circus 
ballet  was  a  perfect  outlet  for  the  creators' 
eccentricities,  and  it  is  not  surprising  that  the 
Parisian  audience  should  be  shocked  by  the 
Chinese  Conjuror  who  swallows  an  egg  or  the 
Little  American  Girl  who  imitates  Charlie- 
Chaplin  and  rides  a  bicycle  to  the  sound  of  a 
typewriter  clicking  and  a  roulette  wheel  spinning, 
all  at  a  frantic  pace.  The  height  of  the 
entertainment  comes  when  the  circus  horse 
enters  and  frolics  around  the  stage  with 
extraordinary  agility  and  balance.  This  must  be  a 
very  tricky  part  to  dance,  as  it  could  so  easily  have 
transformed  the  whole  ballet  into  a  farce,  along 
the  lines  ot  which  it  bordered  anyway. 
Beginning  with  a  Cubist  dropcloth,  Picasso 
proceeded  to  produce  surprise  after  surprise  with 
his  designs.  The  costumes  can  only  be  described  as 
revolutionary  even  today,  starting  with  the 
almost  ridiculous  costume  of  the  French  Manager 
with  its  unnerving  height  incorporating  a  house 
and  a  tree.  However,  even  more  spectacular  was 
the  following  American  Manager  who  caused 
the  audience  to  gasp  when  he  appeared  complete 
with  The  New  York  Woolworth  Building 
attached  to  his  back  and  still  managed  to  dance. 
The  dancing  itself  was  surprisingly 
disappointing.  Although  in  keeping  with  the 
Cubist  surroundings,  the  steps  were  fundamental 
and  outshone  by  the  general  impact  ot  the 
designs  and  costumes,  which  in  the  cases  of  the 
Managers  resti  k  ted  much  movement  at  all.  But 
it  was  refreshing  in  its  eccentricity,  and  although 
it  was  well  received  by  today's  audience,  it  is  still 
probably  somewhat  in  advance  of  its  time,  and  is 
yet  to  be  appreciated  fully. 

— S.B. 
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Traditional  Tribal  Sculpture 
from  Nigeria 

The  Arcade  Gallery 
The  Royal  Arcade 
28  Old  Bond  Street,  wi 
Reviewed  by  J.  B.  DONNE 

Thanks  to  the  pioneering  work  after  the  Second 
World  War  of  K.  C.  Murray,  who  died  so 
tragically  two  years  ago,  and  subsequently  of 
Prof.  Roy  Sieber,  the  great  range  of  Nigerian 
sculpture  in  wood  is  now  beginning  to  be 
appreciated  by  the  connoisseurs  and  collectors  of 
African  art.  For  a  long  time  the  various  styles  of 
the  Yoruba,  Ijo,  Ibo,  Ibibio  and  Ekoi  have  been 
km  >\\  n,  but  it  is  only  very  recently  that  the  work 
of  the  Mumuye  and  Waja  -  to  take  only  two 
examples  -  has  come  to  light,  though  in  both 
(..iso  their  aesthetic  qualities  were  immediately 
recognised.  Unfortunately,  too  little  interest  is 
still  taken  in  the  social  context  and  cultural 
setting  ot  these  objects,  although  a  knowledge  of 
these  will  in  ("act  enhance  one's  aesthetic  enjoy- 
ment. 

The  fine  and  impressive  collection  of  some  one 
hundred  and  fifty  pieces  of  Nigerian  sculpture  at 
present  on  show  at  the  Arcade  Gallery  offers  an 
excellent  opportunity  of  broadening  one's  know- 
ledge and,  one  might  say,  of  widening  one's  eyes. 
The  larger  pieces  attract  one's  attention  first 


Traditional  Tribal  Sculpture 
from  Nigeria 

Felix  Rozcn 

Religious  and  Biblical  Themes 
in  French  and  Baroque  Paintings 

British  Artists  in  Rome  1700-1800 

Anthony  Green 

Early  English  'Cabinet'  Pictures 
Byron  -  150th  annivcrsai  \ 
David  Hepher 


I.  Ibo  headdress  from  the  Ogbom  play.  Wood, 
26  inches  high.  The  Arcade  Gallery. 
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because  of  their  size:  for  example,  the  three  great 
Yoruba  masks  used  by  the  epa  society,  consisting 
of  a  helmet  mask  bearing  a  tray,  which  in  ttrrn 
supports  a  group  of  figures,  such  as  a  mother-and- 
child  or  man  with  staffs,  surrounded  by  lesser, 
smaller,  figures,  the  whole  like  a  scene  from  a 
play.  There  is  a  very  good  Yoruba  house-post, 
over  six  feet  high,  consisting  of  a  kneeling 
woman,  with  a  standing  mother-and-child  riding 
above  her.  A  most  beautiful  and  unusual  Yoruba 
gclede  society  mask  has  the  whole  of  the  crown 
and  back  ot  the  head  carved  in  openwork.  A  rare 
Tiv  figurine  is  a  kombo,  a  carving  intended  to 
promote  fertility  in  the  household,  which  was 
stuck  in  the  ground  outside  the  hut,  on  view  to 
everyone. 

The  piece  illustrated  is  an  excellent  Ibo  head- 
dress employed  in  the  Ogbom  play,  which  was 
likewise  believed  to  promote  fertility  among  the 
people  in  general  through  the  worship  of  the 
earth  goddess,  Ala.  The  holes  in  the  base  were 
for  attaching  a  basketry  cap  which  rested  on  the 
top  of  the  dancer's  head.  This  piece  dates  back 
before  1900,  when  the  Ogbom  play  was  aban- 
doned. 


Felix  Rozcn 

3-31  May,  1974 

Galcric  Simone  Badinicr 

1 5  Rue  Gucncgaud,  Paris  6e 

13  July  -  10  August,  1974 

3  5  rue  Joseph  Vernet 

Avignon,  France 

Reviewed  by  georgina  Oliver 

Felix  Rozen's  painting  is  indiscreet.  Its  hues  are 
strident,  unashamedly  red  hot  with  smothered 
passions  and  pain.  They  reach  a  pitch  of  emotion 
and  conviction,  which  seems  to  be  part  of  the 
Jewish  tradition  in  art.  Figurative,  or  abstract  as 
the  more  recent  canvases  tend  to  be,  these  works 
arc  also  tempered  by  the  cloud-like  haze,  which 
lends  Chagall's  compositions  their  mysticism  and 
dream. 

Yet  there  is  no  doubt  about  it,  Rozen's  work 
carries  a  very  personal  message,  somewhere  bet- 
ween violence  and  a  quiet  sense  of  poetry.  It  is 
loaded  with  'secret'  symbols  which,  he  feels,  it  is 
not  part  of  the  critic's  job  to  discuss,  but  since 
knowledge  and  discussion  of  them  have  enriched 
my  own  appreciation  ot  Rozen's  artworks,  I  do 
not  sec  why  I  should  witko'd  any  information  - 
I  have  -  from  the  reader.  As  best  they  can, 
reviewers  are  supposed  to  be  mediators  between 
the  work  and  the  onlooker.  We  arc  obviously  not 
intended  to  read  the  symbolism  literally  into  the 
work  when  looking  at  it,  but  it  makes  an  interest- 
ing document  of  what  is  going  on  inside  an  artist's 
imagination  during  the  different  phases  of  his 
creative  evolution. 

At  all  stages,  several  of  the  compositions  are 
divided  by  a  huge  'X'  shape.  Well-defined,  and 
livid  like  a  scar,  its  function  is  intuitive  rather 
than  strictly  mathematical.  In  the  early  days  of  his 
painting,  Rozen,  who  is  now  aged  36,  was  particu- 
lar! y  fascinated  by  nature's  cycles  and  landscapes. 
The  idea  of  windmills  crystaliscd  this  image  for 
him.  Their  sails  divide  the  space  around  them 
into  four  portions,  like  the  four  seasons.  As  is  the 
case  with  life  and  art,  windmills  create  a  new 
substance  bringing  about  nourishment,  but  they 
also  crush  and  destroy. 


2.  r-ELIX  ROZEN. 

Les  Ancitres, 

80  X  120  cm. 

( ",al  rie  Si  mom'  Badinier. 


As  his  painting  developed  mirroring  these 
thoughts,  Rozen  became  keenly  interested  in  the 
cycles  ot  city  life  and  he  saw  lorries  as  an  apposite 
illustration  of  this.  Lorries  are  a  means  of  trans- 
port, which  puts  into  motion  the  various  indus- 
tries, which  perpetrate  the  modern  way  of  life.  In 
the  pictorial  context,  Rozen  thinks  of  the  backs  of 
lorries  much  as  he  thought  of  windmill  sails,  yet 
the  space  contained  in  them  is  usually  divided 
much  more  harshly,  in  straight,  vertical  or  hori- 
zontal lines.  As  with  the  windmills  this  is  re- 
flected in  an  underlying  way  in  Rozcn's  current 
compositional  structures. 

The  next  stage  of  Rozcn's  concept  is  the  re- 
lationship between  natural  and  city  or  industrial 
cycles,  as  exemplified  by  the  action  of  a  combine 
harvester  which  cuts  and  bends,  plying  nature  to 
its  will.  Other  concerns  are  the  effects  on  man  of 
increased  mechanisation,  and  the  death  penalty. 
'I  can  almost  understand  a  man  killing  another 
man  because  he  has  murdered  someone  else',  he 
says,  'but  what  I  cannot  grasp  is  where  the  idea  of 
taking  another  man's  life  tor  political  or  idea- 
logical  reasons  came  from'. 

Rozen  thinks  an  artist's  work  should  be  com- 
mitted and  show  such  preoccupations.  His  policy 
is  to  stick  his  neck  out,  an  artistic  tactic,  which  is 
rarely  as  successful  in  contemporary  painting. 

Rozen  does  not  paint  windmills,  backs  of 
lorries,  or  combine  harvesters,  but  his  painting  is 
an  outcry  bringing  order  to  the  chaos  of  thoughts 
and  feelings,  which  emerge  as  his  eyes  set  on 
different  elements  of  the  world  around  him. 
Among  them  windmills,  backs  of  lorries,  com- 
bine harvesters,  political  newsrcels.  . . . 


Religious  and  Biblical  Themes 
in  French  Baroque  Paintings 

29  May  -  30  August,  1974 
I  [eim  Gallery 
59jermyn  Street 
St.  James's,  SWJ 

Reviewed  by  Nicholas  lsuurwoou 

There  are  just  nineteen  paintings  in  this  exhibition 
covering  a  period  of  nearly  one  hundred  and 
thirty  years  from  1620  -  1750  and  all,  as  one  has 
come  to  expect  from  Hehn's,  arc  of  impeccable 
and,  in  many  cases,  museum  quality.  They  have 
been  brought  together  to  explore  a  theme  and 
school  which  is  still  comparatively  unexplored  at 
any  level,  and  will,  for  most  people  in  this 
country,  still  be  largely  unfamiliar. 

Perhaps  the  most  outstandingly  beautiful-  and 
moving  work  in  the  exhibition  is  also  the  earliest, 
Simon  Vouet's  Madonna  adoring  I  he  Christ  Child. 
Only  just  published  as  being  by  Vouet  and  dated 
c.  1624,  it  is  a  work  of  dramatic  tenderness  and 
brilliant  colour.  The  Virgin's  stunningly  painted 
vermilion  red  gown  glows  out  against  sombre 
browns,  russets  and  greens  while  the  modelling 
of  the  face  and  hands  ot  the  Virgin  and  the  Christ 
Child  is  an  exquisite  mixture  of  delicacy  and 
substance.  Of  rather  a  different  character  is 
Philippe  de  Champaigne's  Magdalen  of  c.  1650,  a 
small  and  typical  devotional  painting  of  genuine 
religious  emotion  and  painterly  ability.  The  rich 
harmony  of  soft  greens  of  the  Magdalen's  clothes 
and  the  gold  of  her  hair  and  the  still  life  of  the 
alabaster  bowl  in  the  bottom  right  corner  are 
quite  marvellous. 

On  a  more  imposing  and  grandiose  level  is  a 
work  by  Michel  Corneille  the  Elder  entitled 
Marriage  of  Joseph  and  the  Virgin.  An  early  {c.  1645) 
and  key  work  by  an  influential  artist  whose 
oeuvre  is  only  just  now  being  re-established,  it  is 


a  splendidly  colourful  and  well-organised  work 
with  certain  passages  such  as  the  figure  on  the  left 
breaking  a  staff  over  his  knee  being  particularly 
memorable.  A  group  of  fine  late  17th  century 
works  by  De  la  Fosse,  Jouvenet  and  Boullognc 
the  Younger  is  followed  by  three  canvases  of 
major  interest  by  Boucher,  Van  Loo  and  Dandre- 
Bardon.  Boucher's  St.  John  the  baptist  is  an  un- 
satisfactory work  for,  despite  his  aspirations 
to  be  one,  was  not  really  a  religious  painter 
and  sheer  technical  brilliance  cannot  transform 
what  is  essentially  a  hollow-centred  work.  Van 
Loo's  Flight  into  Egypt,  full  ot  splendid  passages 
(eg.  the  donkey)  is  also  dramatically  just  a  little 
empty.  Dandre-Bardon's  Presentation  on  the 
other  hand  has  a  brilliantly  theatrical  and  stylised 
quality  reminiscent  of  Ticpolo  and  is  immensely 
expressive  of  the  drama  of  the  religious  event 
it  depicts. 

Like  many  of  the  exhibits,  this  last  is  an  un- 
published work  and  it  is  here  that  the  superbly 
researched  and  informative  catalogue  becomes 
so  useful.  For  this  is  not  just  another  Old  Master 
exhibition  but  an  act  of  scholarly  research  and 
devotion  equalled  by  few  other  galleries  in  its 
sheer  professionalism. 


British  Artists  in  Rome  1 700-1800 

8  June  -  27  August,  1974 
Kenwood,  The  Iveagh  Bequest 
Hampstead  Lane,  nwj 
Reviewed  by  Nicholas  usherwood 

British  artists,  men  of  taste,  antiquaries  and  archi- 
tects had  a  fascination  for  Rome  and  Antiquity 
which  was  unique  in  Europe  in  the  first  half  of 
the  1 8th  century.  It  was  a  good  idea,  therefore,  to 
take  c.  1700,  when  a  significant  colony  of  the 


3.  Simon  Vouet. 
Madonna  adoring  the  Christ  Child, 
c.  1624,  46^  X  52  inches. 
Heim  Gallery. 
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4.  Fkans  Smuglievitz. 
The  liyres  Family  in  Rome, 
13  X  I  S  2  inches. 

Loaned  by  Brinslcy  Ford.  Greater  London  Council. 

British  first  began  to  establish  themselves  in 
Rome.  Burlington  and  Kent  among  them,  as  this 
exhibition's  starting  point.  The  very  diverse 
material  includes  paintings,  watercolours,  prints, 
drawings,  sculpture,  notebooks,  etc.  has  then 
been  helpfully  divided  into  sections,  like  Lifc'in 
Rome,  Study  in  Rome,  the  Grand  Style  and  the 
Roman  Landscape. 

The  first  ot  these,  Life  in  Rome,  has  a  number 
of  fascinating  items  in  it.  There  is  David  Allan's 
witty  study  of  a  rich  young  English  nobleman 
arriving  in  Rome  and  being  set  upon  by  a  des- 
perate looking  group  of  crooked  dealers,  and 
Archibald  Skirving's  marvellously  well-ob- 
served pencil  drawing  of  a  family  of  English 
sightseers,  father  sketching  away,  family  standing 
patiently  by.  Best  of  all,  though,  are  Richard 
Wilson's  drawings  of  himself,  sketching,  in  the 
Circus  of  Y-lora  and  Rome  under  snow,  and  Frans 
Smuglievitz'  charming  portrait  group  of  liyres 
and  his  family.  Byres  was  one  of  the  more  reput- 
able and  interesting  English  antiquaries  and  artist- 
ic entrepreneurs  in  which  Rome  seems  to  have 
abounded. 

Study  in  Rome  divides  basically  into  the  twin 
inspirations  British  artists  found  there.  Joseph 
Wright's  remarkable  painting  Study  of  an 
Antique  Bust  in  two  positions  shows  just  how  much 
ot  a  really  living  inspiration  the  Antique  could  be, 
wink  Fuseli's  Study  0)  Michelangelo  reveals  a  man 
who  found  himself  'living  in  a  species  of  intoxi- 
cation' imitating  all  that  master's  characteristic- 
ways  of  life.  Such  study  of  both  classic  and  mod- 
ern schools  was  the  way  ambitious  artists  hoped 
to  successfully  form  their  own  Grand  Style  of 
historical  painting  and  Gavin  Hamilton's  I'liiloc- 
tetes  and  Oath  oj  Brutus  here  are  good  examples  of 
it.  They  retain  a  faintly  grotesque  air  though,  and 
it  really  seems  to  have  been  left  to  Reynolds  and 
Flaxman  in  their  very  different  ways  to  evolve  a 
truly  original  and  personal  style  from  their 
studies  in  Rome.  Flaxman's  four  line  drawings 
illustrating  Homer  are  quite  beautiful  -  taut, 
stylish  and  immensely  influential. 

It  is  not  surprising  however,  to  find  that  the 
British  artists'  most  consistently  successful  artistic 
response  to  Rome  was  through  landscape 
painting.  Wilson  and  J.  R.  Cozens  were  the  most 
outstanding,  finding  in  the  Roman  Campagha 
and  its  relics  of  antiquity,  a  mood  of  historical, 
nostalgic  grandeur  in  tune  with  their  essentially 
Romantic  spirit.  Wilson's  Temple  of  Minerva 
Medica  and  Cozen's  Sepulchral  Remains  in  the 
Campagna  are  quite  outstanding  examples  of 
their  kind. 


Anthony  Green 

7  June  -  11  July,  1074 

Rowan  Gallery 

3  1  a  Bruton  Place,  wi 

Reviewed  by  PETER  FULLER 

Anthony  Green's  success  is  not  easy  to  under- 
stand: in  many  ways,  he  is  a  'problem  painter', 
who  has  achieved  a  remarkable  degree  of  accept- 
ability within  diverse  elements  of  the  art  scene 
which  would  usually  be  considered  mutually 
exclusive.  If  you  went  to  the  Royal  Academy 
Summer  Exhibition,  you  saw  a  Green;  simul- 
taneously, he  was  exhibiting  a  picture  called 
Jeffery  ("amp  painting  Laetitia  at  Kew  at  John 
Moores  9th  Liverpool  Bicnnale.  This  depicted 
Camp,  an  artist,  in  the  process  of  painting 
Laetitia  Yhap,  a  third  artist,  who  was  shown 
floating  naked  on  a  giant  water-lily  leaf.  All 
three  were  also  prize  winners.  At  the  same  time, 
Green  was  also  staging  a  one-man  exhibition  at 
the  Rowan  Gallery. 

Superficially,  his  pictures  invite  such  labels  as 
'primitive',  or  'naive'.  They  rely  on  quaintly 
distorted  'realism';  they  revolve  around  the 
private  and  the  personal  he,  himself.  Ins  mother, 
and  friends  often  occupy  starring  roles  within 
them;  and,  even  less  fashionably,  they  often 
involve  cither  anecdotic  narrative  content,  or 
brazenly  portray  the  artist's  sexual  phantasies  and 
conflicts.  Almost  all  are  infected  with  a  cloying 
nostalgia. 

But  Green  informs  this  'primitivism'  with 
sophisticated  technical  devices.  He  makes  use  of 
the  shaped  canvas,  in  a  way  which  he  can  only 
have  learned  from  looking  closely  (though  per- 
haps not  closely  enough)  at  the  works  of  artists 
like  Frank  Stella;  he  also  persistently  creates 
elaborate  transformations  of  space  within  his 
paintings,  which  go  far  beyond  the  range  avail- 
able to  anyone  who  has  not  made  a  sophisticated 
and  systematic  study  ot  how  to  create  illusory 
spatial  ambiguities. 

In  1 1 1  y  view,  the  end  product  from  the  bunging 
together  of  these  two  different  approaches  is  at 
best  perverse,  at  worst  dishonest.  An  analogy  may 
explain  this.  A  canvas  by  Green  can  be  compared 
to  Tower  Bridge.  It  pretends  to  the  viewer  that  it 
has  been  made  in  a  certain  way,  according  to 
certain  conventions,  but  it  also  evidently  relies  on 
a  sophisticated  technology  to  achieve  its  effect 
which  is  simultaneously  exploited  and  denied. 
Neither  Tower  Bridge,  nor  Green's  paintings,  arc 
honest  to  their  structures. 


5.  Anthony  Green. 
My  Mum's  Dream,  1974, 
95  X  88  inches. 
Rowan  Gallery. 


Early  English  'Cabinet'  Pictures 

1  o  June  -  29  June,  1974  < 
Sabin  Galleries 
4  Cork  Street,  wi 
Reviewed  by  marina  vaizey 

Cabinet  can  mean  a  private  picture  gallery  or 
museum;  but,  used  as  a  phrase  for  painting,  it 
most  specifically  refers  to  domestic  pictures  (a 
reference  to  size  as  well  as  perhaps  to  subject 
matter)  for  small  rooms,  and  as  a  term  came  into 
use  with  particular  application  to  Dutch  17th 
century  paintings. 

The  Sabin  Galleries  most  excellently  concen- 
trate on  British  art  of  the  iSth  and  [9th  centuries. 


6.  Philip  Reinagle. 

A  cat  in  woodland  with  a  dead  partridge, 

13?  X  17J  inches. 

Sabin  Callerit  s. 


Its  summer  exhibition  is  a  collection  of  English 
'cabinet'  pictures.  Over  sixty  small  works,  on 
canvas  or  panel,  form  a  scintillating  anthology  of 
paintings  whose  main  purpose,  whether  the 
subjects  be  decorative  fantasies,  topographical 
landscapes,  narrative  or  genre  subjects,  is  to 
charm.  The  'cabinet'  pictures  are  small,  often 
sketchy,  and  meant  tor  the  delectation  of  gentle- 
men connoisseurs.  Great  names  mingle  with 
nun"!  figures,  and  the  borderlines  between  the 
gentleman  amateur  and  the  artist  professional  are 
blurred  in  this  category  ot  British  art. 

Sometimes,  the  very  lack  of  pretension,  the 
failure  to  strive  after  some  definitive  statement  of 
grand  aspirations  (the  British  really  are  not  very 
clever  about  history  paintings,  for  instance) 
means  that  111  paintings  such  as  these  an  unaffected 
charm,  unclosing  naivete,  and  refreshing 
spontaneit)  arc  brightly  and  crisply  conveyed. 
Most  of  these  paintings  are  not  'important',  but 
they  are  delightful.  And  in  an  age  of  excess,  they 
are  especially  pleasing,  full  of  gentle  insights. 

For  example,  there  is  a  wonderfully  exuberant 
Greece  by  W.J.  Muller,  impressionistic  and  vivid, 
a  sketch  from  nature  which  was  but  preparation 
tor  the  final  composition.  I  suspect  that,  tor 
modern  tastes,  this  finely  composed  and  naturally 
dramatic  sketch,  its  very  roughness  an  integral 
part  of  its  impact,  might  be  more  moving  than 
the  final,  worked-up  'finished'  oil.  There  arc  a 
series  of  topographical  Scottish  views  by  Sir 
Charles  D'Oyly,  with  sailing  boats  in  a  stiffly 
worked  sea.  which  in  effect  are  quite  enchanting. 
Francis  Danby's  A  landscape  in  the  Savoy  owes  not 
unnaturally  debts  both  to  Claude  and  the  Dutch 
school,  in  its  idealised  landscape  and  classical  calm, 
punctuated  by  burly  c  attle  standing  in  the  darken- 
ed foreground,  while  the  eye  is  carried  into  the 
distant  landscape  and  glowing  misty  light  ol  the 
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background.  There  are  several  vividl)  decorative 
illustrative  small  paintings  by  Antonio  Zucchi 
(husband  to  the  redoubtable  Angelica  KaufFman), 
based  on  incidents  from  George  Keate's  'Sketches 
from  Nature'.  There  is  Philip  Reinagle's  some- 
what naive  A  Wild  Cat  in  woodlands  with  a  dead 
partridge,  the  predator  glaring  defensively;  John 
N.  Sartorius'  stim\  splendid  depletion  ot  a  black- 
capped  jocke)  in  pmk  galloping  .1  chestnut  race- 
horse; and  Thomas  Stothard's  slightly  mad 
grisaille  of  the  Duke  of  Wellington,  absolutely 
recognisable,  commanding  a  British  Square  dur- 
ing a  battle. 


Byron  -  150th  anniversary 

30  May  -  2.s  August,  1974 
Vietoria  and  Albert  Museum 
South  Kensington,  London  SW7 
Reviewed  by  sally  budgett 

Toothpicks,  silver  rattles,  locks  oi  hair  and  night- 
dresses, as  well  as  paintings  and  manuscripts  make 
up  the  menagerie  to  be  discovered  in  the  magical 
mystery  tour  through  Byron's  life  in  the  exhibi- 
tion of  Byron  at  the  Victoria  and  Albert  Museum. 

The  exhibition  begins  with  a  room  covering 
Byron's  early  childhood  in  which  the  exhibits 
include  evidence  of  the  ensuing  problems  in 
Byron's  character;  from  the  surgical  boot  for  his 
deformed  foot,  to  letters  from  his  mother,  one  of 
which  is  to  the  family  lawyer  complaining  that 
she  cannot  get  her  son  back  to  Harrow  because  of 
a  love  affair.  Another  of  a  later  date,  indicates 
that  her  son  has  become  more  than  she  can  cope 
with,  when  she  writes:  'That  boy  will  be  the 
death  of  me  or  drive  me  mad'.  Following  this 
section  is  the  first  of  the  tableaux  created  for  the 
exhibition  -  the  sloping  deck  of  a  ship  complete 
with  sails  symbolising  Byron's  trip  to  Portugal, 
from  which  one  disembarks  onto  a  section 
covering  his  stay  there.  On  his  return  (one  is 
denied  the  boat  trip  home),  Byron  wrote  the 
first  two  cantos  of  Childc  Harold,  the  semi- 
illegible  manuscript  of  which  is  exhibited  in  the 
next  tableau,  the  remodelling  of  the  study  of 
Byron's  publishers  John  Murray,  complete  with 
portraits  of  many  of  Byron's  distinguished  con- 
temporaries as  well  as  a  striking  portrait  of  Byron 
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8.  From  Lord  Byron's  original  manuscript  for 
Canto  III  of 'Childc  Harold',  1816. 
I  'ictoria  ami  Albert  Museum. 


himself  by  Thomas  Phillips.  There  is  also  a  sec- 
tion dealing  with  Byron's  political  life,  followed 
by  a  justifiably  larger  section  concerning  his 
social  life,  complete  with  numerous  portraits  of 
the  women  involved  with  him  as  well  as  a 
separate  section  devoted  to  letters  to  and  from 
Lady  Caroline  Lamb.  It  is  interesting  to  compare 
her  neat,  even  and  purposeful  writing  to  the 
untidy,  fitful  scrawl  of  Byron,  although  it  is  a 
pity  that  these  letters  have  to  be  encased  inter- 
mingled with  plastic  flowers. 

To  me,  the  piece  de  resistance  of  the  exhibition 
was  a  room  remodelled  from  the  great  salonc  of 
the  Palazzo  Mocenigo  where  Byron  lived  111 
1 8 1 8.  This  room  is  done  so  authentically, 
complete  with  books  strewn  everywhere  and 
stuffed  dogs,  that  Byron  could  quite  feasibly  have 
just  left  it  a  minute  ago.  As  impressive,  is  Turner's 
magnificent  Childe  Harold's  Pilgrimage  with 
which  one  is  confronted  on  coming  out'  of  the 
salone.  This  completely  dominates  the  next 
section,  but  is  soon  forgotten  on  entering  a  dark 
tunnel  reminiscent  of  a  ghost  train  complete  with 
wailing  Greek  music.  Having  plucked  up  cour- 
age to  advance,  one  is  confronted  with  the  final 
tableau  -  Byron's  deathbed  in  Missolonghi, 
which  could  easily  have  come  straight  from 
Madame  Tussauds!  For  those  who  still  have  the 
energy,  there  is  a  reading  room  where  they  can 
read  modern  biographies  on  Byron. 

In  all,  this  is  a  very  enterprising  exhibition  in 
which  nothing  material  has  been  overlooked, 
with  the  result  that  one  does  get  a  feeling  of 
actually  having  gone  through  Byron's  life  after 
him,  although  in  some  places  the  point  has  been 
stretched.  In  fact,  one  left  with  the  impression 
that  one  had  seen  all  there  is  to  see  concerning 
Byron  except  for  the  man  himself. 


David  Hepher 

29  May  -  30  June,  1974 
Whitechapel  Art  Gallery 
High  Street,  London,  El 
Reviewed  by  peter  r  ui  1  1  R 

David  Hephcr's  exact  paintings  of  suburban 
house  facades  have  been  seen  in  several  mixed  and 
one-man  exhibitions  since  1969  (sec  The  Con- 
noisseur, December  1972,  p.  300).  This  retro- 
spective puts  them  in  the  context  of  his  work  over 
the  last  12  years  and  goes  a  long  way  towards 
explaining  both  the  internal  evolution  of  the 
series,  and  Hephcr's  developmental  trajectory  as  a 
painter.  In  the  early  sixties,  he  produced  'expres- 
sionist' landscapes,  reminiscent  of  Bomberg. 
These  were  replaced,  perhaps  predictably,  by 
turbulent,  painterly  still-lives,  cluttered  with  pig- 
ment and  images  of  everyday  objects,  but  also 
employing  collagcd  elements  of  corrugated  iron, 
wall-paper,  etc.  These  remained  close  to  English 
Kitchen  Sink  and,  despite  the  innovatory  collage 
work,  have  strong  undertones  of  Bratby.  Lucie- 
Smith  argues  convincingly  in  the  catalogue  that 
they  were  informed  by  apparently  contradictory 
influences:  on  the  one-hand  by  the  post-Cubist, 
conscious  craftsmanship  of  the  late  Braque,  and 
on  the  other  by  the  American  Dadaist  revival, 
pioneered  by  Johns  and  Rauschenberg.  Hephcr 
seized  on  the  common  ground  between  these 
traditions  -  collage  -  and  exploited  it  to  develop 
his  own  synthesis.  The  long  series  of  interiors 
which  followed  involved  no  painting  at  all, 
although  there  are  oblique  references  to  it  in  the 


7.  David  Hepher. 

Interior  Relief ,  mixed  media  on  canvas, 

72  X  84  X  4  inches. 

Whitechapel  Art  Gallery. 


carefully  selected  fabricated  surfaces  which  he 
acquired  from  interior  decorator  suppliers, 
furnishing  materials  for  lower  middle-class 
homes.  He  welded  these  unlikely  elements  to- 
gether into  works  which  function  both  in  an 
internal  and  formalistic  sense,  and  involve  social 
comment  (see  illustration).  In  1969,  he  returned 
to  painting  -  and  the  now  famous  house  facades 
began  to  emerge.  The  complete  series  is  not 
shown  in  this  exhibition.  (One  interesting, 
though  perhaps  eccentric,  example,  which 
included  the  occupants  in  their  garden,  is  con- 
spicuous by  its  absence.)  The  images  do  not  stand 
in  a  mechanical  relationship  to  their  subjects,  and 
they  have  only  the  most  tangential  links  with 
photo-realism.  Within  the  limited  context  which 
he  selected,  Hepher  has  explored  numerous  ways 
ot  seeing.  The  earlier  house  canvases  are  prim- 
arily concerned  with  overall  structure:  windows, 
bricks,  and  mortar,  are  often  tilled  in  in  almost 
uniformly  painted  areas.  Soon,  he  became  involved 
with  a  more  intricate  selection  of  visual  facts:  at 
one  point  he  even  made  video-tape  recordings  of 
the  houses  on  which  he  was  working  to  supply  him 
w  ith  additional  details.  In  still  more  recent  canvases, 
he  has  allowed  himself  much  greater  freedom,  both 
in  the  handling  of  paint,  and  through  the  intro- 
duction of  evidence  in  the  work  to  demonstrate 
that  the  image  was  made  through  time  as  well  as 
in  space.  This  is  achieved  by  indicating  seasonal 
variations  in  the  foliage  reflected  in  the  window  s. 
These  works,  function  on  several  levels.  They 
raise  questions  about  the  differences  between 
the  fact  of  an  external  object,  and  our  perception 
of  it;  they  provide  a  critique  of  the  process  of 
painting  itself;  and  they  imply  social  comment. 
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